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You only live twice, or so it seems: 
one life for yourself and one for your dreams. 
—Leslie Bricusse 


ritical interpretation is to a substantial degree the definition of the internal operative 
C principles governing the composition of a text or an image.' In cultures where rheto- 
ric and mimesis play an overwhelming role in the production and reception of texts and 
images, the critic must unavoidably concentrate on matters concerning imagery, style, 
language, structure, and so on.? This applies especially to longer, literary or visual, narra- 
tive compositions that arguably operate within the expectations of the reader or the 
viewer.’ Sustaining, rejecting, inverting, subverting, or even canceling the schemata of 
conventional composition in narrative are essential parts of the artist’s game with his 
clientele, particularly in the opening sequences of a narrative, where the artist needs to 
impress and captivate his audience in order to keep them interested in his work.* In 
this sense, the Komnenian novels and the Palaiologan romances’ are excellent cases for 
studying the narrative function of rhetorical patterns. More specifically, the analysis of 
space provides the opportunity to investigate how the narrative presents itself at its most 
visual moments and how it establishes its own aesthetic concepts. 


'R. Ingarden, Das literarische Kunstwerk, 4th ed. (Tibingen, 1972), 25-196, and H.-G. Gadamer, Wahrheit 
und Methode: Grundziige emer philosophischen Hermeneutih, 5th ed. (Tiibingen, 1985), 107-74. 

*See, for example, the fruitful comparative analysis of text and image in H. Maguire, Art and Eloquence in 
Byzantium (Princeton, N.J., 1981). 

*On the interaction between the author and the reader as a governing principle, see W. Iser, Der implizite 
Leser: Kommunikationsformen des Romans von Bunyan bis Beckett, 2d ed. (Munich, 1979), and idem, Der Akt des 
Lesens: Theone dsthetischer Wirkung (Munich, 1976). For an application of Iser’s method to the ancient novels, 
see, indicatively, J. J. Winkler, Auctor and Actor: A Narratological Reading of Apuleius’ The Golden Ass (Berkeley, 
Calif, 1984), and S. Bartsch, Decoding the Ancient Novel: The Reader and the Role of Description in Heliodorus and 
Achilles Tatius (Princeton, N.J., 1989). 

*See, for example, the intelligent analysis of Heliodoros by J. J. Winkler, “The Mendacity of Kalasiris and 
the Narrative Strategy of Heliodoros’ Aithiopika,” YCS 27 (1982): 93-158. 

*The terms novel and romance are used here in order to distinguish the 12th-century works, which feign a 
“bourgeois antique” setting, from the later texts, which are placed in a “contemporary aristocratic” envi- 
ronment. 
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The present article examines, from a structural and a spatial point of view, the open- 
ing dream sequence in Livistros and Rhodamne, a vernacular romance in approximately 
four thousand five hundred fifteen-syllable verses. The poem was probably composed 
in the middle of the thirteenth century at the court of the Laskarid emperors in Nicaea.’ 
Should this date be correct, Livistros and Rhodamne would be the earliest of the seven 
surviving late Byzantine love romances, and thus constitutes a bridge between the 
learned novels of the twelfth century and the other vernacular poems of the fourteenth 
century. 


I 


The beginning of Livistros and Rhodamne is governed by a peculiar structural innova- 
tion, which, to my knowledge, has so far remained unnoticed. The anonymous poet has 
combined two traditions of opening a novelistic narrative. It may be useful to start this 
analysis with a brief summary of the romance’s opening sequences (N 1—560).® 

I (N 1-24). Prince Klitovon invites Queen Myrtane and the court of the Armenian 
kingdom of Litavia to listen to a wondrous story about a man who was inexperienced in 
matters of the world, fell in love, and suffered thereafter. The reader, alerted through 


°The romance (hereafter referred to as L&R) survives in three different versions (a, E, V), of which the 
oldest (a) is transmitted by three manuscripts (N, P, S). My analysis is based on version a, which must have 
been circulating by the late 14th century, and which is closest to the lost original (on the whole question, see 
briefly P. A. Agapitos, “Libistros und Rhodamne: Vorlaufiges zu einer kritischen Ausgabe der Version a,” 
JOB 42 [1992]: 191-208). For a critical text of the dream sequence, see the Appendix. An English translation 
of the romance has been recently published, in Three Medieval Greek Romances: Velthandros and Chrysantza, 
Kallimachos and Chrysorroi, Livistros and Rodamni, trans. G. Betts, The Garland Library of Medieval Literature, 
ser. B, 98 (New York—London, 1995). 

"The date and the place of composition of the romance have been a matter of great dispute. For an 
overview of the debate and the proposal to date the romance to the mid-13th century, see P. A. Agapitos, “‘H 
XPOVOAOYIKN AKoAOVvOIa TaVv UvOLOTOpNUGTwV KaAAipayoc, BEABavdpo¢ Kai AiBiotpoc,” in Origini della letteratura 
neogreca, ed. N. M. Panagiotakis, BipAtoOjKyn tod ‘EAAnvixod ‘Ivotitottov Bufavtivav Kai MetapvCavtivev 
Lnovdav tig Bevetiag 15 (Venice, 1993), 2:197-234. See also the reluctant acceptance of this proposal by R. 
Beaton, The Medieval Greek Romance, 2d ed. (London—New York, 1996), 219-20. Be this as it may, at least, a 
definite terminus ante quem has now been furnished by M. Manoussacas, “Le terminus ante quem pour la 
composition du roman Libistros et Rhodamné,” JOB 44 (1994): 297-306, since Leonardos Dellaportas, who 
composed his poems between 1403 and 1411, quotes extensively from the romance; see also M. Manoussa- 
kas, Acovapdov NteAAandpta noijmata (1403/1411): "Exdoon kpitikh, eioaywyh, ox6A1a Kai evpetipia (Athens, 
1995), 74-82. On the basis of this evidence, a dating in the early 15th century, as proposed by D. Michailidis, 
“NEEg XPOVOAYHOEIG LECHLOVIKdY SnLwsGv KEtévov,” in Origini della letteratura neogreca, ed. Panagiotakis 
(same as above), 2:148-55 (and supported by G. Kechagioglou, review of Origini della letteratura neogreca, 
Hellentka 44 [1994]: 530), is ruled out; see also the cautionary remarks by N. M. Panagiotakes, “The Italian 
Background of Early Cretan Literature,” DOP 49 (1995): 282 n. 4. 

“Summaries of LR are provided by H.-G. Beck, Geschichte der byzantinischen Volksliteratur, HAW 12.2.3 
(Munich, 1971), 122-23, and Beaton, Medieval Greek Romance, 114-16. Unfortunately, both summaries are 
too brief and in some cases contain errors; see P. A. Agapitos and O. L. Smith, The Study of Medieval Greek 
Romance: A Reassessment of Recent Work, Opuscula graecolatina 33 (Copenhagen, 1992), 62. It should be 
pointed out here that, though Beaton has published a revised version of his study, only minor errors have 
been removed from the main text. Therefore, the methodological criticisms of Agapitos and Smith stand 
as before. 
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this signal, which evokes the tradition of Achilleus Tatios and Eustathios Makrembolites,° 
expects Klitovon to go on with his personal tale.'° 

II (N 25-100). The reader is immediately thwarted. Klitovon inserts an internal title 
to his story (N 25-26: Aotnov kat thy donynot GpEouar tig ayarns | AiBiotpov tod moAv- 
TAVOVS Kat KdpPNs tHg Podduvncs)'’ and reveals himself as the romance’s secondary male 
character. He then embarks on an in medias res narration, now picking up the tradition 
of Heliodoros and Theodore Prodromos.'* Klitovon’s narration runs as follows. He sees 
a young man wandering along a narrow path that crosses a beautiful meadow; the man 
is a warrior, crying and sighing in despair (N 27-43). Klitovon remarks that he also was 
chased away from his country because of a love affair.’ He then tries to make friends 
with the warrior and prompts him to tell his story (N 44-67). After some hesitation, the 
stranger 1s convinced to tell Klitovon his sorrowful tale; they swear friendship to each 
other (N 68-91). The reader must accommodate himself to meet the new situation, ex- 
pecting some introductory action that will now truly lead to the story of the secondary 
character, this being the conventional pattern in the older novels.'* However, the author 
surprises the reader again by omitting any such action. The narrative changes direction 
(N 77-100), since the unknown warrior gives a brief overview of his present desperate 
situation (N 93-99) and then in his turn inserts an internal title to his story (N 100), thus 
introducing his ab ovo narration (N 100a ff). 

All these narrative shifts occur within the first hundred verses of the romance.!® By 
the time the young warrior has embarked on his story as a first-person narrator, the 


*On the narrative frame in Tatios (dialogic setting between a first and a second narrator) and Makrembo- 
lites’ subversive use of it (switch to an epistolary dialogue), see PA. Agapitos, Narrative Structure in the Byzan- 
tine Vernacular Romances: A Textual and Literary Study of Kallimachos, Belthandros and Libistros, MiscByzMonac 
34 (Munich, 1991), 131-32. 

The fact that Klitovon is the main narrator is established by the two rubrics framing the romance’s 
prologue (N 1-2: Etiyou noAd Epwricot, dorynots ArBiotpov, | ma>o 0 diA0g KAitoBOv dunyettar tig Muptdévys; 
and N 26a: "Hp&ato tiv aonynoww 6 KAvtoBav 6 dios). This situation shows that the rubrics, contrary to recent 
opinion, were part of the original composition, whatever their present state of transmission; on this matter, 
see PA. Agapitos and O. L. Smith, “Scribes and Manuscripts of Byzantine Vernacular Romances: Palaeo- 
graphical Facts and Editorial Implications,” Hellenika 44 (1994): 66-71. Their proposal has been accepted 
by C. Cupane, Romanzi cavallerreschi bizantini (Turin, 1995), who reintroduced in her text of the Naples Achil- 
leid the rubrics omitted by D. C. Hesseling in his edition, L’Achilleide byzantine (Amsterdam, 1919). 

''On this device, see Agapitos, Narrative Structure, 79. 

'*On the openings of Heliodoros, Prodromos, and Eugeneianos, see P. A. Agapitos, “Narrative, Rhetoric 
and Drama Rediscovered: Scholars and Poets in Byzantium Interpret Heliodorus,” in Studies in Heliodorus, 
ed. R. Hunter, Cambridge Philological Society, suppl. 21 (Cambridge, 1998), 125-56. 

‘At a much later point in the romance (S 1467-1520), Klitovon will tell his own story. The reader will 
then discover that the young prince was in fact the lover of Myrtane, who was, however, married to a Persian 
nobleman. It was because of this adulterous relation that Klitovon finally had to flee from Litavia. This more 
“down-to-earth” relation between Klitovon and Myrtane is typical of the behavior of the secondary couples 
in the romances. 

‘In Heliodoros, Prodromos, and Eugeneianos, the opening sequences are structured through a schema 
of “introductory action—story of a secondary character—beginning of the main character’s story.” 

’'This is a further subversion of the conventional pattern in the older novels. In the Aithioprka it takes the 
reader quite some time until he understands at what point in the plot he actually is (Kalasiris’s narration 
begins at 2.23, some 75 pages after the novel’s famous opening scene). In the two Byzantine novels, the 
waiting time has been considerably reduced (25 pages in Eugeneianos and 16 pages in Prodromos), but a 
sense of suspense is still present. 
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reader has lost certainty about how the narrative will progress, while the poet has success- 
fully blended the two novelistic traditions in order to present his “strangely made tale of 
love” (N 17: Eevoxydpayov aonynua aydannjs). The possibility that the poet of Livistros and 
Rhodamne had a reading familiarity with, or at least knew of, these two traditions repre- 
sented by Tatios and Heliodoros and developed by the twelfth-century authors is not as 
far-fetched as it seems. Besides the quite obvious literary relations between Livistros and 
Rhodamne and the twelfth-century works,’® it is worth noting that nine of the most impor- 
tant manuscripts preserving the ancient and the medieval novels were written in the 
thirteenth century,'’ and in two cases an ancient and a Byzantine novel were transmitted 
side by side.'® Moreover, one of these manuscripts, the Laurentianus Conventi Soppressi 
627, also preserves the surviving letters of the emperor Theodore II Laskaris (1254-58) 
and his teacher Nikephoros Blemmydes (1198-1269). The codex is thus related to the 
Nicaean court,'? exactly the milieu where Livistros and Rhodamne was in all probability pro- 
duced.”° 

III (N 100a-118). The young warrior reveals that he is Livistros, ruler of the Latin 
kingdom of Livandros (N 100a—103).?' As a youth he did not know what love was (N 
104-14) and, in fact, scorned anyone who admitted having fallen in love (N 115-18).?? 

IV (N 119-85). One day he goes with his companions on a hunting expedition (N 
119-26); toward dusk he kills with his arrow a male turtledove, and its mate commits 
suicide by falling from the sky onto a rock (N 127-36). Livistros is profoundly shocked 
by this incident and asks a close relative of his for advice (N 137-39). In a complex 
speech, the Relative discloses to Livistros the power of Eros (N 140-77). Livistros returns 
to his abode with disturbed emotions (N 178-85). 


‘See Agapitos, “Xpovoaoyixt| akoAovbia,” 101-17. 

'7Ven. Marc. gr. 409, early 13th century (Heliodoros, Tatios); Ven. Marc. gr. 410, first half of 13th century 
(Heliodoros); Ven. Marc. gr. 412, 13th century (Eugeneianos); Vat. gr. 114, 13th century (Makrembolites, 
‘Tatios); Vat. gr. 121, 13th century (Prodromos); Vat. Barb. gr. 29, 13th century (Makrembolites); Oxon. 
Baroc. 131, ca. 1250-80 (Makrembolites); Laur. conv. soppr. 627, ca. 1270-85 (Longos, Tatios, Chariton, 
Xenophon); Vat. gr. 1390, late 13th-early 14th century (Heliodoros, Makrembolites). 

‘For the Heliodoran and ‘Tatian manuscripts, see briefly the respective introductions in Héliodore: Les 
Ethiopiques (Théagene et Chariclée), ed. R. M. Rattenbury and T. W. Lumb (Paris, 1934-40), 1:xxiv—xlvii, and 
Achilles Tatwus: Leucippe and Clitophon, ed. E. Vilborg, Studia Graeca et Latina Gothoburgensia 1 (Stockholm, 
1955), xvii-xxxul. On the textual history of the three Komnenian novels in question, see M. T: Cottone, “La 
tradizione manoscritta del romanzo di Teodoro Prodromo,” in Miscellanea (Padua, 1979), 2:9-34; A. C. Palau, 
“La tradition manuscrite d’Eustathe Makrembolités,” Revue d’histoire des textes 10 (1980): 75-112; F Conca, 
“Per una nuova edizione critica del romanzo di Niceta Eugeniano: Collazione dei codici Vat. Urb. gr. 134 e 
Laur. Acquisti e Doni 341,” in Graeco-latina Mediolanensia, Quaderni di Acme 5 (Milan, 1985), 161-205. 

'°On Laskarid manuscript production, see briefly N. G. Wilson, “Nicaean and Palaiologan Hands: Intro- 
duction to a Discussion,” in La paléographie grecque et byzantine, Colloques internationaux du Centre National 
de la Recherche Scientifique 559 (Paris, 1977), 263-67. 

*°A similar connection seems to be reflected in the Oxon. Baroc. 131, on which see N. G. Wilson, “A 
Byzantine Miscellany: MS. Barocci 131 Described,” JOB 27 (1978): 157-79. 

*'On the function of the romance’s Latin color in accentuating a “historical-exotic” setting, see Agapitos, 
“Xpovodoyikh aKoaAovGia,” 109-11. 

*Livistros suffers from a syndrome typical of medieval romance characters. Though a highly sexual be- 
ing, he consciously negates his own erotic nature; Rhodamne suffers from it as well. This attitude to love is 
described in the romance as “haughtiness” (N 242: 16 ayépwyov [Livistros]; S 208: 15 nrNpyEevov [Rhodamne)). 
On this symptom as suffered by the protagonist couple in the Achilleid, see O. L. Smith, “Some Features of 
Structure and Narrative in the Byzantine Achilleid,” Hellentka 42 (1991-92): 75-94, in particular 85-87. 
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V (N 186-270).?? Night falls, Livistros goes to sleep, and a dream comes to him (N 
176-89a). While riding across a beautiful meadow he is arrested by a group of winged 
and armed beings (N 190-223). As he is led, bound by the neck, to the palace of Eros, 
one of these warrior cupids gives Livistros sound advice on how to entreat the angry 
ruler, pointing out that it is inappropriate for a beautiful person not to submit to the 
power of the Realm of Eros, the dreaded Erotokratia (N 224-70). 

VI (N 270a-P 2757). Outside the courtyard gates of the palace of Eros, Livistros is 
confronted by a terrifying guard holding an inscribed sheet of paper that urges men to 
become slaves to Eros (N 270a—80 + P 2702-11). They enter, and Livistros is led through 
a triumphal arch (tpomiky) whose interior is covered with mosaics and marble reliefs. 
These depict birds singing and flying amidst thick foliage, Aphrodite giving birth to Eros, 
and the Judgment of Paris-Alexandros (P 2712-35). Speaking statues adorn the four 
corners of the arch’s exterior cornice (P 2736-57). 

VII (P 2758-N 431). Exiting the arch with his escort cupid, Livistros meets a beautiful 
man—he is Desire (I16@0¢)—who sternly reproaches him for his rebellious conduct. Liv- 
istros admits that he will swear vassalage to Eros (P 2758-63 + N 433-53). At that mo- 
ment, a beautiful tall woman appears. She is Love (‘Ayaxn), and Livistros’s escort advises 
him to fall at her feet. She wonders at the young man; Livistros then falls in proskynesis 
in front of her, and begs her and Desire to become his mediators with Eros (N 454-65 
+ P 2796-97 + N 398-417). The two of them magnanimously accept and leave for the 
Hall of Judgment, having assured Livistros that he shall even obtain the noble love of a 
chaste maiden (N 418-31). 

VII (N 432-N 395). Livistros and his escort leave as well. They first pass by a low 
terrace decorated with statues of cupids (N 432 + N 359-66). Next to the terrace is a 
pool with a fountain basin, at the top of which stands the statue of a man tormented by 
snakes because he has rebelled against Eros. The statue warns Livistros about the fate of 
rebels (N 367-95). 7 | 

IX (N 396-P 256). Finally, Livistros and his escort enter the crowded Hall of Judg- 
ment; in its center Eros holds court on a throne (N 396-97 + N 292). Livistros describes 
in detail the three-faced ruler (N 293-309). When he is summoned before Eros, he falls 
in proskynesis, begs for mercy, and declares that he will swear vassalage (N 310-27). Eros 
replies that he will ignore Livistros’s previous behavior and will give him the hand of the 
princess Rhodamne, daughter of the emperor Chrysos (N 328-35 + P 217-23). Livistros 
then notices two women, one dressed in white and the other in red, flanking Eros; he is 
informed that they are Truth (‘AAjGe1a) and Justice (Aukonoctvn). Eros addresses Liv- 
istros again and tells him to go with Desire and Love and swear his oath (P 224-56). 


** It will become obvious to the reader who studies the text of the romance in the appendix that the textual 
situation of N 186-560 is in a sad, though not irreparable, state. The narrative sequence in manuscript N is 
totally disturbed due to (a) the exemplar from which the scribe was copying, and (b) two major lacunae. 
Moreover, the disorder was made worse by the first editor (Wilhelm Wagner) who rearranged. a number of 
passages and then numerated his text. At the same time, manuscript P also presents a serious disorder, 
because two quaternions from the beginning of the manuscript were by mistake bound at the end, which its 
first editor (Demetrios Maurophrydes) did not notice. The correct order of the text can be reconstructed 
with the help of versions E and V. When one leaves smaller lacunae aside, the main sequence of the disor- 
dered passage is as follows: N 186-280, P 2702-63, N 433-66, N 398-432, N 359-97, N 281-316, N 466a- 
b, N 317-35, P 217-302, N 336-58, N 467-560. | 
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X (P 257-311). The three of them go to the Room of Oaths; Livistros describes a 
painting of Eros and various inscriptions that are mounted on the door (P 257-70). He 
enters the room, finds a paper attached to the bow of Eros, reads the text of the oath 
describing the inescapable power of the mighty ruler, and swears by it (P 271-96). Imme- 
diately a prophet appears and announces to Livistros his fate, which 1s a brief summary 
of the romance’s plot. As soon as the prophet finishes, Livistros wakes up (P 297-302 + 
N 336-47 + P 311). 

XI (N 347a—P 360). Livistros is in a state of shock, remembering the wondrous things 
that he saw in his dream and believing that they were real (N 347a—58 + P 322 + N 
467-72). He calls for the Relative who prompts him to tell his dream (N 473-82). As he 
names Rhodamne, the Relative interrupts him and gives him specific information about 
the unknown princess, advising Livistros to go out in search of her; they pass the whole 
day in such conversation (N 483-98 + P 359-60). 

XII (N 499-560). Night arrives, and the Relative leaves; Livistros dines with his com- 
panions, then falls asleep, and sees a second dream (N 499-503). It appears to him that 
he is walking in a garden decorated by Eros, Desire, and Love. As he wanders in astonish- 
ment, he sees from a distance Eros, now in his form as Cupid, holding the wondrous 
Rhodamne by her hand (N 504-29 + P 390-93). Eros calls out to Livistros to join his 
company; the latter is amazed at the sight of the young woman, wondering if she is a 
female cupid or even Aphrodite herself (N 530-39 + P 404-12). Eros explains to him 
that this is Rhodamne and hands her over to him. Livistros reaches out his hand, rushes 
toward the maiden, and wakes up in sheer agony, desiring to see the lost dream, hating 
the morning light, and wishing for the return of night (P 413 + N 540-60). 


Il 


Before I examine more closely Livistros’s two dreams and their spatial aesthetics, it 
is necessary to consider some theoretical points concerning the nature and use of space 
in narrative, and in the Byzantine romances in particular. In contrast to the “objective” 
notion of time, space in ancient and medieval literature is perceived as something “sub- 
jective,” for, while the cyclical arrival of day and night appears as a phenomenon external 
to the subject, space is anchored in the concrete world of the subject’s existence. This 
difference explains, at least in the case of ancient and medieval texts, the absence of a 
fully developed system of spatial formulas that would structure the narrative process, as 
opposed to the obvious presence of temporal formulas. (One needs only to remember 
the formulaic appearance of “rosy-fingered dawn” in the Homeric poems.)** 

Space manifests itself in narrative primarily through oppositions—here and there, 
above and below, left and right, closed and open, inside and outside. These spatial oppo- 
sitions are often connected to the notions of movement or immobility. At the same time, 
space can be used to create an “atmospheric” setting. In any case, in whatever form space 
might appear in a narrative, it is part of the narrative situation, namely, a defined unit 
within the narrative process, which consists of time, space, and action.” 


*4For a more detailed exposition, see Agapitos, Narrative Structure, 272-75; on temporal formulas in the 
romances and their history in Greek literature, see ibid., 227-35. 

*°On space in narrative, see G. Hoffmann, Raum, Situation, erzdhlte Wirklichkeit: Poetologische und historische 
Studien zum englischen und amerikanischen Roman (Stuttgart, 1978), 1-53, with further bibliography. 
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In the Byzantine vernacular romances, some of which are based to a large extent on 
the rhetorical patterns developed in the Komnenian novels,”® space is used in a number 
of ways. For example, spatial notions are conveyed through the various signals that intro- 
duce the descriptive mode.?’ Moreover, in Livistros and Rhodamne space assumes a particu- 
lar coloring, because the romance is written in the first-person perspective, with space 
thus acquiring maximum subjectivity. Verbs of seeing (etda, éoGvn pe) or being (ntov), 
employed by the characters as narrators, signal for the reader a visual (gua spatial) com- 
ponent in the narrative situation,”* and similar phrases also indicate the conclusion of 
such a visual section.”® 

A more complex formula for the conveying of spatial notions is what can be termed 
“passage of space,’ *° which is closely related to a similar “passage-of-time” formula.?! The 
passage-of-space device is a phrase consisting of an adverb, a verb of motion, and a space 
signifier. In Livistros and Rhodamne this phrase is mostly combined with some notion of 
time: either the adverb is temporal, or another sentence that includes temporal signifiers 
is added to the phrase (N 268-70: Kai pé tic tooas tic ROAAS EpwMtovovBEciac | OKGpTOTE 
Elc TOD Epmtog HAGope thy Katovve, | Kat Thy adATV Eo€PnUEV ths EpwtoKxpartiac).°° 

A prominent device of the author in indicating the passage of space in the romance 
is the “spatial bridge”: the traversal of space is conveyed by inserting into the narrative 
mode various types of the discoursive mode,** such as monologues, dialogues, speech- 


*°See Agapitos, Narrative Structure, 141-93 (the three modes of narration), and idem, “Xpovodroyikn GKO- 
Aov0ta,” 101-28 (structural, typologic, and stylistic aspects of the vernacular romances). To view the Palaiolo- 
gan romances as completely separate from the Komnenian novels (as does C. Cupane, review of Narrative 
Structure in the Byzantine Vernacular Romances, by P. A. Agapitos, JOB 43 [1993]: 455-62), or to count them as 
part of early Modern Greek literature in order to study them from the perspective of Apollonios and Erotokritos 
(as does G. Kechagioglou, review of Narrative Structure in the Byzantine Vernacular Romances, by P. A. Agapitos, 
Hellenika 44 [1994]: 200-213), shows, in my opinion, a lack of understanding of the socio-political and cul- 
tural context in which these works were produced and read. 

*’The descriptive mode signifies the sections of text in which the whole range of rhetorical ekphrastic 
devices is employed in a clearly defined manner and embedded in the narrative process. Signals of the 
descriptive mode are verbs of seeing or being that introduce or conclude a descriptive passage; see, for 
example, Kallumachos and Chrysorroe (hereafter KC) 808 (Hv yap } Képn xévteprvoc, EPWTOPOpOvEVN), Or 
Velthandros and Chrysaniza (hereafter V&PC) 292 (Eide, napegevaOnv ta, dnepePavpwaoéev ta); see further Agap- 
itos, Narrative Structure, 177-93. 

“See, for example, N 189-90 (the beginning of the first dream) or P 2722 (the triumphal arch). On the 
group eida/éévn pe, see also N 271, N 371 + 374, N 292, N 504, N 513; on the group tov, see also P 2729, 
P 2737, N 361, N 367, N 513. 

“See, for example, P 2746 (connecting to P 2722 and ending the description of the triumphal arch). See 
also N 195 (< N 190), N 380 (< N 374), N 383-84 (< N 371), N 305 (< N 292), N 558 (< N 504); in the 
parentheses the introductory verse is given to which the concluding verb connects. 

~Agapitos, Narrative Structure, 275-76, and 279-80 on L&R in particular. 

“The “passage of time” refers to a set of phrases that function as clearly defined joints between various 
narrative situations with the purpose of propelling the action forward in time. See, for example, KSC 918-19 
(‘Eo8aoev, nA tO AOLNdV Kai TP{tOS H Népa, | dvéterrev O HAtog, NAGE mpd LEoNUBpiav), VEFC 851 (Kai d1EPN 
WPA TEPLOOT TOV vodV TOV VE GULdEpODv), LER S 1197 (kai peta dpitoav OAryiW TAVEV 6 Bepdepixoc). 

“See, for example, KSC 173-74 (Kai peta tiv nopadpopiv Kai 10d tooobtov t6n0v | Eig KdotpOV KatTHVTHOU- 
HEV Heya, OpiKtOV Kal Eévov). The phrase Kai peta thy napadspouiv Kai tod tooovt0v tTOn0v is modeled on the 
passage-of-time formulas, such as peta caipod napadpopurv (KEFC 147). 

*° For further examples in the dream sequence, see P 2712, P 2722, P 2758, N 434, N 454-55, N 432, P 
246, P 257, P 271 (without a temporal notion), P 297. 

“The discoursive mode encompasses the clearly delineated succession of constructed monologues and 
dialogues between the characters, integrated into the narrative process (see Agapitos, Narrative Structure, 


118 NARRATIVE PRESENTATION IN LIVISTROS AND RHODAMNE 


frame formulas, and narratorial statements.*° Thus, while the romance’s characters talk 
to themselves or to someone else, they have moved from one place to another. This mo- 
tion is framed by appropriate signals (N 195-202: "EBAena to avaAtBadov ... wovoc Kat 
wdvoc €Aeya ... Kal €vdom to Enapatpexa).*” 

However, the most obvious carrier of spatial notions in the descriptive mode is de- 
scription itself, the time-honored ekphrasis.** In the vernacular romances ekphrasis is em- 
ployed chiefly in two ways, as a “compact” or as a “broken” description.*? The description 
is compact when it is framed by specific signals and usually concentrates on one person 
or object, giving to the described subject a sense of formality and importance.* The 
description appears as broken when the ekphrasis is divided into smaller units and inter- 
twined with the narrative and the discoursive modes. In this way, description, narra- 
tion, and dialogue are inextricably combined, creating an amalgam that lends a sense of 
fluidity to the rhetorical structure of the text. Such an extended broken description is 
Livistros’s first dream, with a total of some 460 verses (N 190-347 + P 311), which is 
introduced (N 188-89a) and concluded (N 347a—58 + P 322 + N 467-72) with all the 
necessary signals of the descriptive mode. The dream itself includes various fully signaled 
compact ekphraseis*! and shorter descriptions,* all of them embedded in a fluid sequence 
of action and dialogue that is held together by passage-of-space formulas and spatial 
bridges. 


159-76). For a splendid example from the dream sequence, see N 434-65 + P 2796-97 + N 398-415 (the 
conversation among Livistros, his escort cupid, Desire, and Love). 

**'Within the discoursive mode, the “speech frame” represents the signaling system, originally a device 
from the oral epic tradition, by means of which a speech is introduced and concluded (see Agapitos, Narrative 
Structure, 64-73). For two examples from the dream sequence, see N 229-30 + N 268-70 (the speech of the 
escort cupid), N 405 + N 416-18 (Livistros’s petition to Love). 3 

*°On authorial-narratorial statements, see Agapitos, Narrative Structure, 74-90. Two excellent examples 
from the passage under consideration here are N 227-30 and P 2714-21 (both cases combine an interjection 
in the form of a question and an intervention in the form of an explicative statement). 

*”See also N 224-70 (Livistros and the cupids cross the meadow and reach the camp of Eros), P 2758-63 
+ N 433-34 (the escort cupid leads Livistros away from the triumphal arch), N 454-65 + P 2796-97 + N 
398-400 (Love arrives while Desire and Livistros talk to each other), N 432 + N 359-97 (Livistros passes by 
the terrace and the pool on his way to the Hall of Judgment), N 473-75 + P 331 (a case of abstract space 
traversal: Livistros calls for the Relative), N 513-37 (a complex case with a set of inner delays: Livistros meets 
Eros and Rhodamne in the garden; he twice breaks the narration and addresses Klitovon). 

“*On ekphrasis in general, see E. Mitsi and P. A. Agapitos, “Eixav Kai Adyoc: ‘H neprypadi épywv téxvne 
oth Butavtivy Aoyotexvia,” Xpovika AioOntikfhs 29-30 (1990-91): 109-26, and L. James and R. Webb, ““To 
Understand Ultimate Things and Enter Secret Places’: Ekphrasis and Art in Byzantium,” Art History 14 
(1991): 1-17. 

*’For a detailed analysis of the stylistic and formal aspects of descriptions in the Digenes Akrites, the Kom- 
nenian novels, and the Palaiologan romances, see C. Jouanno, “LU’ekphrasis dans la littérature byzantine 
d'imagination” (diss., Sorbonne, 1987), 63-142. I take here the opportunity to thank Dr. Corinne Jouanno 
for making a copy of her unpublished dissertation available to me. 

“For example, the description of the pool (¢icxiva) in Rhodamne’s garden (L&R S 1311-71), or the 
description of Chrysantza (VC 677-99); on compact descriptions in the romances, see Agapitos, Narrative 
Structure, 179-80, 184, 186-88. 

41 P 2720-52 (the triumphal arch), N 359-95 (the terrace, the pool, and the basin), N 291-311 (Eros). 

*“N 190-97 (the meadow), N 218-20 (the escort cupid), N 271-73 (the guardian at the door), N 435-37 
(Desire), N 455-64 (Love), P 224-33 (Truth and Justice), P 259a—67 (the door of the Room of Oaths). 
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Ill 


Let us now return to the protagonist’s first two dreams. Their chief narrative function 
is to introduce Livistros to the Realm of Eros and make him fall in love. In other words, 
they depict a conversion from rebellion and unfaithfulness ** to submission and faithful- 
ness.** ‘This conversion is part of a larger initiation process into the “religion” of love, a 
process that starts with this sequence and ends much later, when Luivistros finally marries 
Rhodamne and enters her father’s castle. Livistros’s conversion at the beginning of the 
romance is carried out in three stages. | 

The first stage is the mental preparation of the initiate, necessary before he is con- 
fronted with the power of Eros. The preparation is achieved through the turtledove 
episode. The sad incident provokes in Livistros a sense of wonder, which he describes as 
a Uvotnplov doBepdv (N 132). In seeking out the Relative, Livistros voluntarily wishes to 
find out about this awe-inspiring mystery (N 137-39, N 148-50). This voluntary act is of 
extreme importance, since it reflects a desire for knowledge that the initiate must display 
in order to exit from his state of “senselessness” (Gvato8noia).*° The speech delivered by 
the Relative on the all-encompassing power of Eros, which freely uses material from the 
older novels,*’ is a didaskalia into the mysteries of Eros, as Livistros candidly acknowl- 
edges (N 151-52: wai Exetvoc Enexetpnoe tod va HE AvASLOGEN | TOD Epwtos TA WVOTHPLA Kat 
ta SEOLOG TOD TO80v) and as the Relative emphatically points out (N 173-74: kataAentov dv 
CPEMULAL TOD Va GE Avad1dsdE@ | TOD Epwtos TH LVOTHPLA TH SEtyvEL Elc THV Gyarnv). At the 
end of this lesson, Livistros finds himself contemplating Eros, deeply anxious that he 
might get entangled in the sorrows of love (N 178-85). 

With the initiate’s mind and heart prepared, the second stage begins when night falls 
and Livistros has his first dream. Night as the time when the mind liberates itself and 


* See the phrases used to describe Livistros as a “rebel against desire” (P 2742: avtiotdtns tod 7600v) and 
a “slave to unfaithfulness” (P 2743: thc dntotias 6 do0A0c). 

“See the core of Livistros’s oath, where he offers servitude to Eros, vassal allegiance to Desire, and faithful- 
ness to Love (P 295-96: dovAmvopat Eic TOV "Epwta, ALC Lmvouat cic tov T168ov, | trotds tHS Va eipol dnd TOD 
vov Ths Epmtixoayarns). 

*The phrase also appears twice within the dream sequence, at P 2739 (uvotiptov eida doBepdv) and P 
218 (e1da opiKtov pvoTHpLov), where it characterizes first an architectural feature and then Eros’s tripartite 
voice. In this sense, the phrase expresses an aspect of the author's poetics, since the semantic field of doBepde, 
ppiktdc, Tapdgevoc, and Eevoxyapayos is applied in the romance to works of art, the dream, and narration 
itself. It is unfortunate that studies of poetic concepts and terms in Byzantine literature have not been 
undertaken at all. 

**Throughout the first part of the romance Livistros is described as insensible (or insensitive) to love (N 
175: avoistntétepoc; N 250: duvnotoc; N 321: and évarcOyotacg pov). This concept is connected to inexperi- 
ence in erotic affairs, which is described by the notions of boorishness and peasantry (N 23: GvOpmnov Gypot- 
Kov e€ig tov Kdopnov; N 411: GvOpa@nog jtov ywpikdc; N 324: fpovv ywpiKdc)—notions that clearly reflect the 
aristocratic social perspective of the author. 

*"The speech consists of the list of four exempla—three taken from nature’s paradoxes and one from 
myth—that illustrate the power of Eros. Such lists appear in Tatios 1.17-18, Eugeneianos 4.135-49, and 
Manasses frag. 21-21a (O. Mazal, Der Roman des Konstantinos Manasses: Uberlieferung, Rekonstruktion, Textausgabe 
der Fragmente, Wiener Byzantinistische Studien 4 [Vienna, 1967]); the list in L&R is identical with the one 
in Manasses’ novel (see Agapitos, “Xpovodoy1k?) GkodovGia,” 107, and Agapitos and Smith, Medieval Greek 
Romance, 77). 
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dreams visit the sleeping person is, of course, an old convention in Greek literature.* 
What is interesting in the case of our romance is that the first dream of Livistros repre- 
sents a complex narrative sequence, with a number of topor incorporated but rearranged. 
In his dream Livistros, being a rebel against imperial authority, experiences the terrifying 
power of the Evotokratia. This sense of anxiety and fear, established already from the first 
stage, forces Livistros to accept a second didaskalia, now offered to him by his escort cupid 
(N 232-67). The monologue, which picks up some of the images in the Relative’s 
speech,*® concentrates on the offense of rebellion (N 240-48), on the need for Livistros, 
whose sexual beauty 1s extolled, to learn about the affairs of love (N 249-58), and, lastly, 
on the cardinal virtue of humility in erotic servitude (N 259-63). 

From this point on and for the rest of the dream, Livistros sees persons and objects, 
reads texts, and hears voices with growing astonishment.°° The various speaking statues, 
the numerous inscriptions, the triumphal arch with its mosaics and marble reliefs, the 
admonitions of Love and Desire, and all other elements add up to a didaskalia on the 
vassalage of love. A closer look at the text of the first dream reveals that the author has 
used a repetitive pattern®! to underline the didactic function of what Livistros sees, reads, 
and hears. Four times a tripartite schema of “figure holding text—inscription read—text 
explained” is repeated: the guardian at the gate of the courtyard of the Erotokratia and 
his inscription explained by the escort cupid (N 271-80 + P 2702-8); the tormented man 
in the pool basin and his inscription again explained by the escort cupid (N 373-82); the 
painting at the door of the Room of Oaths and its inscription explained by Desire (P 
260-267); and the bow of Eros and the text of the oath of love explained by the prophet 
(P 273-91).°° Livistros himself accentuates this didactic aspect of the narrative when, 
confronted with the three-faced Eros, he exclaims: “Who is the creator and what is this 
strangely made being I see, what is it really? Who will tell me what I see, who will inter- 


**On dreams and dream theory in antiquity, see the collective volume, D. I. Kyrtatas, ed., (Owic évurviov: 
'H xprion tav oveipev oth EAANVIKT Kal pouaiKt dpyadtnta (Herakleion, 1993), with full bibliography; on 
dreams in the ancient novels, see Bartsch, Ancient Novel, 80-108; and on the learned novels, see S. MacAlister, 
“Aristotle on the Dream: A Twelfth-Century Romance Revival,” Byzantion 60 (1990): 195-212, and eadem, 
Dreams and Suicides: The Greek Novel from Antiquity to the Byzantine Empire (London—New York, 1996), 115-52. 

*These images are the four exempla on the power of Eros (N 233-39 ~ N 161-77). 

°° The astonishment of a character confronted with unfamiliar situations, especially in the first part of the 
romance, is a major concept used to convey the “didactic” function of narrative (Agapitos, Narrative Structure, 
48-54). In this way, a romance becomes an explanation of and a guide to the mysteries of the épwtki} 
doxoAnots, the “worries of love.” In L&R, this sense of astonishment to be experienced by the characters and 
the readers (and expressed through the verbs 8avpdtw, anopd, éEanopé, and Eevitouat) is extremely promi- 
nent, from the dream sequence alone, note N 196, P 2721, P 2746, P 2747, P 2756, N 291, N 292, P 245, N 
467, N 537, N 541. The concept of aporia forms, together with the notion of wvotipiov ooBepdv (see above, 
note 45), one of the romance’s key poetic concepts. 

*'On such patterns and their importance in L&R, see P. A. Agapitos, ““H d&dnynuatikiy onnacta THs AVTOA- 
AAYNS EXLGTOAMV Kai TPAYOVSLGV O1d LLOLOTOpHLA AiPLotpOS Kai PodSduvn,” Thesaurismata 26 (1996): 25-42, in 
particular 38—40. 

**On the importance of the written word in the form of a document for Byzantine mentality, see H. 
Hunger, “Die Herrschaft des ‘Buchstabens’: Das Verhaltnis der Byzantiner zu Schrift- und Kanzleiwesen,” 
Aeat.Xprot. Apy. Et. 4.12 (1984): 17-38, esp. 30-33, with reference to the romances. Obviously, the written 
text held in the hand of a figure also reflects the iconography of prophets, saints, and bishops in Byzantine 
art, shown holding similar scrolls of wisdom (I owe the suggestion to the kindness of Ioli Kalavrezou). 
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pret it for me, what friend of beauty will teach me about this being?” (N 306—9).°? When, 
finally, Livistros has been brought into the Room of Oaths to swear, he has voluntarily 
accepted the power of Eros. The prophet, in yet another didaskaha, instructs him about 
his future fate and the woman Eros promised to give him. And, just as at the end of the 
first stage, so too now, when Livistros wakes up from the dream, he 1s only concerned, in 
amazement and fear, with what he saw during the previous night. He is again in need of 
his erotodidaskalos, who, knowing very well who the princess Rhodamne is, begins to direct 
Livistros’s thoughts to love through words of comfort and the suggestion that he should 
go in search of her. 

The initiate has by now understood the power of Eros and has accepted it as a govern- 
ing force of his life, but he has not as yet experienced love. At this point, we enter the 
third stage in the process of conversion; for, now that Livistros is a vassal of Eros, he can 
be converted body and soul to his new religion. This happens in the second dream, when 
Livistros actually meets Rhodamne in Eros’s magnificent garden—the garden being 
the female erotic setting par excellence.** The passage wherein Livistros falls in love with 
Rhodamne—a process described by him in a complex series of exits from and entrances 
onto different narrative levels (N 515-29 + P 390-93 + N 530-32)—captures all of the 
mental uncertainties involved in the process of conversion, which, however, once con- 
cluded, is unalterable and complete. Thus, Livistros exits his dream in a passage from 
perfect delight (N 551: ax thy toonv ndoviv) to total agony (N 553: d6b6vac Gpetprtovc). 
The only things left to him are a sense of sorrow and desire (N 557-58), exactly the 
feelings that he feared and wanted to avoid at the beginning of his initiation (N 552-60 
~ N 184-85). ‘The Relative appears again, giving his final advice to the young king on 
how to set out from Livandros in search of Argyrokastron, the seat of the emperor 
Chrysos (N 561-606).°> Here ends Livistros’s conversion. It has been structured by the 
author with admirable clarity through the threefold repetition of the tripartite sequence 
of “appearance of external causative agent—releasing of disturbed emotions—provision 
of instructive teaching.” 

The world of dreams, simultaneously external and internal to the protagonist,** then 
forms the medium through which the chief concern of the romance—the act of search- 
ing for one’s lover—is established at the beginning of the narrative and subsequently 
sustained in its further development.*’ From the moment when Livistros wakes up, 
converted to love but suffering because of it, he tries to superimpose his two dreams— 


On the complex figure of "Epa¢ tpyophonpdomnoc, see C. Cupane, “"Epas Baotietc: La figura di Eros 
nel romanzo bizantino d’amore,” Atti dell’ Academia di scienze, lettere e arti di Palermo, ser. 4, 33.2.2 (1973-74): 
243-97, in particular 290-91, and Beaton, Medieval Greek Romance, 156-58, with the cautionary remarks by 
Agapitos and Smith, Medieval Greek Romance, 84-85. 

°4A.R. Littlewood, “Romantic Paradises: The Role of the Garden in the Byzantine Romance,’ BMGS 5 
(1979): 95-114, and Smith, “Some Features,” 88. 

»°See Agapitos, “XpovoAoyikn aKoAov0ia,” 105-6, on the Relative’s function as a “helper,” which is a term 
used in the analysis of wonder-tales (C. Bremond, Logique du récit [Paris, 1973], 282-94). 

*°On this aspect of erotic dreams in the romances, see Smith, “Some Features,” 93-94. 

*"There are three further dreams in the romance: Eros appears to Livistros assuring him that he will 
instill love in the heart of the young princess (N 690-706); Eros pierces Rhodamne’s heart with his arrow (S 


197-219); and Klitovon sees a prophetic dream on the happy outcome of Livistros’s quest for Rhodamne in 
Egypt (S 1535-76). 
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in other words, the inner world of desire—on reality, that 1s, the outer world of 
obstacles. 


IV 


Absent or present, the most impressive figure in Livistros’s dreams is Eros, “lord em- 
peror, master of all the earth, commander of the inanimate world, ruler of animate be- 
ings, examiner of every soul, judge of the law of desire, helper of love, friend of respect” 
(N 317-20). This is how Livistros, in proper Byzantine form, addresses the mighty ruler, 
having fallen on the ground in front of his throne and begging for mercy. By the time 
the reader has reached this point in the dream, the image of Eros as a Byzantine emperor 
has fully established itself. The realm of the Evotokratia with its warriors, the concept of 
rebellion, Eros’s palace, the triumphal arch, the ruler as judge, the mediating figures of 
Desire and Love, the strictly observed protocol, and the act of proskynesis—these are all 
elements derived from Byzantine imperial imagery.** Their function is to present for a 
Byzantine readership the terrifying and “autocratic” power of Eros. But once Livistros 
has begged for forgiveness, Eros shows his magnanimity, which is a chief virtue of the 
imperial monarch (N 329-35).°° Only then does Livistros notice the figures of Justice 
and Truth flanking the ruler’s side.© 

Carolina Cupane was the first to point out that the dream sequence in Livistros and 
Rhodamne stands in close relation to the opening sequences of Makrembolites’ Hysmine 
and Hysminias, although she perceived the relation as one of intelligent imitation.®! I 
would like to suggest that a more profound and creative dialogue is carried out between 
the two texts. 

The situation in the Komnenian novel is as follows.® Hysminias meets Hysmine in 
her parents’ house; she falls in love with him, but he is insensitive to this feeling. The 
setting for this and subsequent flirtation is the house’s beautiful garden, described by 
Hysminias at the very beginning of the novel (1.4-6). The next day, he and his cousin 
Kratisthenes go to the garden where they find a magnificent pavilion filled with paintings 
(2.1-11). These depict the four cardinal virtues in the form of four women, as a verse 


*8On these elements, see Agapitos, Narrative Structure, 189-90, 192 n. 149, 325 n. 137; PE. Pieler, “Recht, 
Gesellschaft und Staat im byzantinischen Roman der Palaiologenzeit,” JOB 20 (1971): 189-221, esp. 205-11. 

°° H. Hunger, “Philanthropia: Eine griechische Wortpragung auf ihrem Wege von Aischylos bis Theodoros 
Metochites,” AnzWien 100 (1963): 1-21. 

*°On these figures, see Agapitos, Narrative Structure, 325 n. 138; Cupane, “"Epws Bactret<,” 246 n. 15; 
Jouanno, “Lekphrasis,” 250-56. See also the depiction of John II Komnenos and his son Alexios crowned 
by the enthroned Christ who is flanked by Mercy and Justice in Vat. Urb. gr. 2, fol. 19v of A.D. 1122 (V. 
Lazarev, Storia della pittura bizantina: Edizione italiana rielaborata e ampliata dall’autore, Biblioteca di storia 
delP'arte 7 [Turin, 1967], pl. 251) and the representation of David between Wisdom and Prophecy in Vat. 
Pal. gr. 381, fol. 2r of the 13th century (D. Talbot Rice, The Art of Byzantium [New York, 1959], pl. 177). 

°' Cupane, “"Epws¢ Baoietcs,” 286. In a similar vein are the remarks on the relation between the two texts 
by Jouanno, “Lekphrasis,” 232-35. 

**For a more detailed summary of the novel’s plot, see H. Hunger, Die hochsprachliche profane Literatur der 
Byzantiner, HAW 12.5.2 (Munich, 1978), 2:137—-41. The novel has received a most sympathetic interpretation 
by M. Alexiou, “A Critical Reappraisal of Eustathios Makrembolites’ Hysmine and Hysminias,” BMGS 3 (1977): 
23-43. See also Beaton, Medieval Greek Romance, 79-87, and Agapitos and Smith, Medieval Greek Romance, 
39-40, 42-44, 81-82. 
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inscription discloses; Hysminias attempts a bold—and wrong—interpretation of the 
fresco. Next, they see a painting of a naked youth sitting on a throne, flanked by two 
women. Hysminias makes another—equally wrong—interpretive attempt. At the en- 
throned youth’s feet stand thousands of people, commoners, rulers, and soldiers, men 
and women. Hysminias is bewildered, until a second verse inscription discloses the iden- 
tity of the youth: it is Eros. Kratisthenes instructs Hysminias that the fresco depicts the 
all-conquering power of Eros, while the two women represent Night and Day. Then, at 
night, Hysminias is visited by a terrifying dream: Eros, as he was depicted on the fresco, 
appears to Hysminias, accompanied by a crowd of people holding torches. A terrible 
voice summons Hysminias the rebel; Hysmine as a supplant asks for the ruler’s mercy, 
and Eros crowns Hysminias with a garland of roses. As the god tells Hysmine that she 
now has her lover, the dream disappears, an oppressive weight falls on Hysminias’s heart, 
and he wakes up in fear (3.1-4). He goes to sleep again and sees another dream, this 
time of a purely erotic character (3.5—-7). He and Hysmine engage in playful sexual com- 
bat, which is about to lead to its final climax. Hysminias senses a languishing and sweet 
pain, but at that moment Hysmine flies from his hands, and sleep from his eyes.® 

It has been argued that, although one is confronted with various Byzantine elements, 
the chief source of inspiration for this sequence is to be found in Western medieval, 
French in particular, romantic poetry.™ Be this as it may, I would like to point out the 
following in connection with this sequence. In the first instance, its imagery is placed in 
a clearly ancient Greek context, while Achilleus Tatios’s erotic garden and erotic painting 
function as important structural guides of the narrative.® But for a twelfth-century Byz- 
antine reader this ancient setting is “exotic,” in the sense that it represents a literary 
construct unrelated to social reality. At the same time, this “antique” world is suffused 
with Byzantine cultural associations, some of which, in my opinion, derive from Christian 


*’On the novel’s dreams, see Alexiou, “Critical Reappraisal,” 40-42, and MacAlister, Dreams, 135-40, 
144-46. 

°*Cupane, “Epa@s Baoitetc,” 261-81; eadem, “Il motivo del castello nella narrativa tardobizantina: Evo- 
luzione di un’allegoria,” JOB 27 (1978): 229-67; eadem, “Topica romanzesca in oriente e in occidente: 
‘Avanture’ e ‘amour, ” in I] romanzo tra cultura latina e cultura bizantina: Testi della ILI settimana residenziale di studi 
medievalt (Carini, Villa Belvedere, 17-21 Ottobre 1983), ed. C. Roccaro, Biblioteca dell’Enchiridion 5 (Palermo, 
1986), 47-72; Beaton, Medieval Greek Romance, 154-63. Objections have been voiced against this approach 
and some of its results; see, in particular, E. Jeffreys, “The Comnenian Background to the romans d'antiquité,” 
Byzantion 50 (1980): 455-86; P. A. Agapitos, “The Erotic Bath in the Byzantine Vernacular Romance Kalli- 
machos and Chrysorrhoe,” ClMed 41 (1990): 259 n. 11, 268-69; idem, Narrative Structure, 189-90; Agapitos and 
Smith, Medieval Greek Romance, 81-90; Agapitos, “Xpovodoyik} aKoAovbia,” 97-99, 133. Thus, Roderick Bea- 
ton (Medieval Greek Romance, 211-12, 216-17, 219-20) has retracted or modified some of his views. Since the 
dates of composition for both the learned and the vernacular works are still open to debate (see above, note 
7), exact lines of dependency between the Western and the Byzantine works are very difficult to demonstrate. 
On the Komnenian novels, see S. MacAlister, “Byzantine Twelfth-Century Romances: A Relative Chronol- 
ogy,” BMGS 15 (1991): 175-210, and the cautionary remarks by P. Magdalino, “Eros the King and the King 
of Amours: Some Observations on Hysmine and Hysminias,” DOP 46 (1992): 197-204. 

*°On ‘Tatios’s opening sequences, see Bartsch, Ancient Novel, 40-79. 

°° Agapitos, “Xpovodoyiky akodovdia,” 110. Already in the ancient novels one is confronted with “histori- 
cal” settings (Chariton, Heliodoros) that may evoke or even criticize the classical Greek world from a Helle- 
nistic or late antique perspective. Indicatively, see T. Hagg, “Callirhoe and Parthenope: The Beginnings of 
the Historical Novel,” Classical Antiquity 6 (1987): 184-204; J. R. Morgan, “History, Romance and Realism in 
Heliodoros,” Classical Antiquity 1 (1982): 221-65. 
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iconography rather than directly from imperial imagery.®’ The image of Eros as a Baot- 
Aevc on the throne owes some structural and stylistic debts to Byzantine depictions of the 
Last Judgment and of Christ in his glory as the King of Kings.®* And most importantly, 
Hysminias’s first dream makes use of two famous Gospel scenes: the thunderous voice 
descending from heaven and stopping the rebel is inspired by the conversion of Paul on 
the road to Damascus (Acts 9:1—9); and the handing over of Hysminias to Hysmine by 
Eros reflects Christ handing over Mary to John at the cross (John 19:25). Moreover, even 
though Eros is characterized as Baowetc, he is always referred to in the novel as the 
painted image of a god worshiped by his believers.® In this sense, the divine character 
of Eros is brought out by Makrembolites through a suffusion of the two images of ruler- 
ship that his culture revered, namely, Christ as the heavenly ruler and the emperor as 
the earthly one. 

Turning now to Livistros and Rhodamne, one can discern both the similarities and the 
differences between the two texts. The anonymous poet has introduced two major 
changes in Makrembolites’ schema—one structural and one iconographic. Iconographi- 
cally, Eros is not a god any more, but is consistently described as a ruler of a state, with 
all the accompanying apparatus. In Livistros and Rhodamne, therefore, Eros is secularized. 
Moreover, he has been removed from the world of representative art and thus given 
animated substance, since he is not a painted image but a real person. Yet, at the same 
time, his power has been restricted, since he now appears only in the world of dreams, 
functioning as a causative agent and a projection of the protagonist couple’s emotions, 
but decidedly not as a deus ex machina.” Furthermore, in Livistros and Rhodamne the over- 
powering presence of Eros stands in inverted relation to the depiction of sexuality, which 
is limited to the use of specific imagery rather than fully represented,”! as is the case in 
the later romances” (though not without the imposition of certain rules of conduct, espe- 
cially concerning premarital sex).” 


*’When bringing Christian iconography into the discussion, I do not in the least mean to imply that the 
Byzantine novels should be read as Christian allegories, as has been suggested for Makrembolites by K. 
Plepelits, Eustathios Makrembolites: Hysmine und Hysminias, Bibliothek der Griechischen Literatur 29 (Stuttgart, 
1989), 29-69. On the other hand, Byzantine readers are not precluded from supplying Christian allegorical 
interpretations of the ancient novels and the later romances, though the subject is far from seriously studied 
(Beaton, Medieval Greek Romance, 190-92; Agapitos and Smith, Medieval Greek Romance, 106-8). See the forth- 
coming study by P. Odorico, ““Evag povayikds avayvadotns tod Kadarinayov,” in Mvqun ‘Avtwviov ZydAa: IIpa- 
KTKG THS bys ENLGTHLOVIKTS GvVaVtHONS Tod Towéa Mecatwvikdv Kai NeoeAAnvik@v Lnovdav tod ‘Aptototerionu 
Tlavertotniov Oeooahovixne, ed. V. Katsaros (Thessalonike, forthcoming). 

**See, for example, the Last Judgment in the famous Par. gr. 74, fol. 51v, dating from the third quarter 
of the 11th century (Lazarev, Storia, pl. 194). 

°°3.1.2: tov yeypappévov “Epwta; the phrase is repeated at 3.8.2 and at 7.18.2 (Eros’s final appearance in 
Hysminias’s last dream). 

“Contrast Hysminias’s dream at 7.18, where Eros actually saves Hysmine from drowning in the sea storm. 

“'Agapitos, “Agnynpatikn onnaota,” 40-42, and idem, “XpovodAoyik? dKoAovbia,” 133. 

™ The study of sexuality in the vernacular romances still has to be undertaken (see Agapitos, “Erotic Bath,” 
268-70). The lengthy article by L. Garland, “‘Be amorous, but be chaste . . ’: Sexual Morality in Byzantine 
Learned and Vernacular Romance,” BMGS 14 (1990): 62-120, is in many points oversimplifying and mis- 
leading (Agapitos and Smith, Medieval Greek Romance, 61 n. 148; Smith, “Some Features,’ 93 n. 71), pace 
Beaton, Medieval Greek Romance, 216-17. 

’*The prevailing opinion on the matter, as summarized by Beaton, Medieval Greek Romance, 109, is that 
“the taboo on sex before marriage, rigorously maintained throughout all the earlier medieval romances, is 
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Beyond that, however, the structural, and ultimately symbolic, change between the 
two texts 1s quite revealing. Everything that takes place in Makrembolites’ account is 
connected to the novel’s narrative reality. Hysminias and Hysmine are seeing each other, 
the garden and its artistry are present, the frescoes are painted inside a real pavilion, the 
dreams stand in immediate relation to experienced reality,”* and the various stages of 
Hysmuinias’s conversion fluctuate between reality and dream. This is not the case in Liv- 
istros and Rhodamne. First, the stages of conversion are much more clearly defined through 
the tripartite repetitive pattern I have described here. Second, while everything con- 
nected with the protagonist’s conversion is apparently external to him, at the same time 
the whole process takes place within his mind. He does not see anything in reality since 
everything appears to him in dreams. ‘To give but one example, even though Rhodamne 
appears in Livistros’s second dream, it takes both the protagonist and the reader some 
eighteen hundred verses after the dream sequence to actually see Rhodamne, as Livistros 
enters her father’s castle and describes the beautiful princess in a formal ekphrasis (S 1271- 
1300). 

Within the dreams themselves, the various images have shifted, and everything re- 
lated to the allegory of love has become animate. Eros, Love, Desire, Justice, Truth, the 
guardians, the warrior cupids, and the prophet are living beings and not painted images 
of an exotic scenery. Art, however, is still very much present in Livistros’s dreams; but it 
has become the testimony of the pvotipiov doBepdov (P 2739) that has to be explained 
step by step to the ignorant protagonist by his “teachers.” The architectural features, the 
decorative frescoes and mosaics, the mythological reliefs, the statues, and the gardens 
make the setting of a fantastic world that has been created by what to Livistros seems to 
be the wondrous art (P 2730: é« téxvng napacévov) of a painter (N 193: yépia Cwypddov). 
The complex relation between téyvn and reality (or ¢601¢ in Byzantine terms)’® is most 
vividly illustrated in the case of the three-faced Eros. Livistros initially perceives the en- 
throned ruler as yet another work of art (N 296-97: éav 16 eidec, va cimes Ex Navtds YépLa 
KAAOD Cwypadov | texvitov 16 Eotdprnoav, weyoc odvdev BaotdCe1) and, as we have seen, asks 
for an interpreter to explain to him this wondrous creation (N 306-9).7° However, no 


flouted, frequently with gusto” (so also H.-G. Beck, Byzantinisches Erotikon [Munich, 1986], 182-83, and Cu- 
pane, “Topica romanzesca,” 64-66). However, in those vernacular romances where premarital sex is to be 
found (K&C, VC, Achilleid, Byzantine Iliad), it is carried out only by the protagonist couples, and in such a 
manner as to suggest that the lovers perceive their relation as a private marriage (see O. L. Smith, “Literary 
and Ideological Observations on the N Version of the Achilleid,” in Origini della letieratura neogreca, ed. Panagi- 
otakis [as in note 7], 2:182-87; idem, “Some Features,” 87-94; Agapitos, “Xpovodoyixn axoaovbia,” 112-13). 

“*MacAlister, “Aristotle on the Dream,” 198-205, and eadem, Dreams, 158-64. 

>On the issue, see Beaton, Medieval Greek Romance, 28, 65-68, with the objections of Agapitos and Smith, 
Medieval Greek Romance, 40-44. 

76'This, in miniature form, is the motif of the interpreter of a work of art, as it is used in the novels, for 
example, Longos explaining the painting at the Grotto of the Nymphs on Lesbos, Kleitophon appearing to 
the anonymous narrator in ‘latios, or Kratisthenes interpreting the frescoes for Hysminias in Makrembolites. 
The motif has also been used by Manasses in an ekphrasis of a mosaic in the imperial palace depicting the 
figure of Earth (O. Lampsides, “Der vollstandige Text der "Exopactc yiig des Konstantinos Manasses.” JOB 
41 [1991]: 189-205), where suddenly a connoisseur of art appears and gives vital technical information to 
the astonished narrator: Tadté pov A€yovtosg &tepos eyybtepov napectig (AV 5é SELVOG NMOALTPAYLOVELV TH TOL- 
AVTA KOL TA WUOTHPLWSEOTEPA KATAVOELV THY TeXVav) “Et MA€ov,” En, “Cavpdoers tov tTadtO SLALOPOMOAVTA, EL 
KQL THY DANY TOV ToROLATOV eaKptBdor: Od yap Dypé6mMe> ExiTPLLLGTOV OdSE Baddv AVAKEPAGLOL OVSE YPOLATOV 
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such person appears, since Livistros immediately discovers that Eros, unlike the previous 
speaking statues, is a real being (N 310-35 + P 217-23). In his second dream, therefore, 
Livistros interrupts his narrative (P 391-93) to refer back to his omission of the didaskalia 
expected after N 309, and makes a note to Klitovon that the latter should remind him 
to furnish for him—and for the reader—an explanation of the nature of Eros. This 
Klitovon duly does at N 711-15, and then Livistros promptly delivers his explanation (N 
716-24 + P 577-84 + N 725-29). In sum, the poet of Livistros and Rhodamne has created 
out of Makrembolites’ antique reality a modern fantasy in which spaces are presented as 
“landscapes of the mind.” 


Vv 


The imaginary landscapes in Livistros’s two dreams consist of three larger spaces: a 
meadow and the palace of Eros in the first dream, and the garden of Eros in the second.” 
To a certain extent, the meadow and the garden, which open the two dreams, are de- 
scribed in similar vocabulary (N 190-203 ~ N 504-14), though their narrative and sym- 
bolic functions are very different. The meadow, an open and undefined space, creates a 
setting where Livistros aimlessly rides alone. The brief description of the meadow gives 
the reader a feeling of the setting but does not allow him to form a clear picture of it, 
since it is seen through the protagonist’s distracted gaze.”* At the same time, the meadow 
is traversed from two opposite directions. On the one hand, Livistros, in a typical spatial 
bridge, talks to himself and moves through the meadow (N 195-202); on the other, the 
warrior cupids appear from the distance, flying across the meadow and attacking the 
narrator (N 202-11). This combination of space as an atmospheric setting—what I would 
term “space presented”—and space as a three-dimensional notion, in other words, 
“space activated,” is something new in Byzantine novelistic tradition.”® The garden in the 
second dream—this time a closed and defined space into which Livistros enters (N 
504)—1s again an atmospheric setting that is created by Eros as an artist (N 506). Here 
the protagonist himself activates spatial notions by consciously exploring the garden (N 


OVUOUPAOLG, GAAG Aentov Wndidov EvovTic APLOYT] TOV ELKOVLOLOV TOUTMOV SAwV ECwoypdonoe” (ibid., 196.45-50). 
One should note the similarity of vocabulary used to describe the didactic process (uvotnpiwdéotepa, Savud- 
o€tc) to that in L&PR; see above, notes 45 and 50. 

On the three spaces, see also Agapitos, Narrative Structure, 322-28. 

“A concomitant result of the author's insistence on aporia as a key concept to the narrative’s progress in 
the romance (see above, note 50) is what can be termed the motif of the “distraction-in-amazement” gaze. A 
character walks through a space, and his gaze distractedly falls on various parts of the setting, thus evoking 
for the reader a puzzling picture that he has to piece together himself. See, for example, passages within the 
dream sequence: N 195-97, P 2751-52, N 310, N 469-72, N 509-11 + P 374, N 555-60. This motif does 
not seem to be of any importance in ancient Greek and Latin literature, where one only finds a viewer's gaze 
oscillating between two persons or objects (e.g., Theokritos 1.36-38, Heliodoros 7.4.2, Ovid Metamorphoses 
5.164-67, Seneca Thyestes 707-11). 

“Compare, for example, the way in which space is “presented,” rather than “activated,” in similar situa- 
tions in the three Komnenian novels: Eugeneianos, Drosilla and Charikles, 4.325-5.171 (Charikles finds 
Drosilla sleeping in a garden; she wakes up, and a long conversation ensues); Prodromos, Rhodanthe and 
Dosikles, 3.43—78 (Dosikles and Rhodanthe enter a vineyard where they have an amorous conversation); 
Makrembolites, Hysmine and Hysminias, 2.1-11 (Kratisthenes and Hysminias enter Sosthenes’ garden, where 
they see and describe the frescoes painted on the pavilion’s walls). In all three cases, both movement in space 
and description of space are included, but they are clearly separated, so that the reader cannot perceive 
space as three-dimensional. Obviously, the subject needs further study. 
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514), only to come upon Eros and Rhodamne.*° The difference between the meadow 
and the garden, a spatial opposition of open versus closed, is of primary importance for 
understanding Livistros’s state of mind in the two dreams. 

The central space in the romance’s dream sequence is, of course, the palace of Eros. 
The atmospheric aspect of this space is very prominent, since what Livistros sees causes 
him to voluntarily acknowledge the power of the Evotokratia.*! ‘The walled palace has a 
gate with a guard (N 271-75). Once in the courtyard (avAn),® Livistros offers the reader 
yet another brief description of the setting seen through his astonished gaze (P 2714-17). 
In a narratorial intervention of the “garrulity” type (P 2718-21),®° he decides to focus 
on one architectural feature of the courtyard, namely, the impressive triumphal arch (P 
2722-52), which is a three-dimensional version of the decorative porticoes used for the 
Eusebian canon tables in Byzantine Gospel manuscripts.** Having passed through the 
arch, Livistros first meets Desire and then Love. He is then led past a marble terrace and 
a pool, next enters the crowded Hall of Judgment, and faces Eros on his throne. After 
his judgment he is taken to the Room of Oaths, the innermost space in the palace of 
Eros. Thus in his first dream Livistros moves from an open space (the meadow) to an 
enclosed space (the courtyard), then to a closed but large space (the hall), and finally to 
a closed and small space (the room). Through this spatial motion from open to closed, 
the poet has depicted Livistros’s growing anxiety and receding power of resistance as he 
finds himself gradually submitting to Eros.® 

What at first appeared as an atmospheric setting ultimately proves to be, in narrative 
terms, a highly active space. The spatial opposition “open versus closed” is correlated to 
an opposition “freedom versus subjugation” —a point that is underlined throughout the 
dream, for example, in the inscription held by the guardian at the palace’s gate (N 
274-80 + P 2702-6).°° Moreover, this opposition is connected to the opposition “move- 
ment versus immobility,” since movement does acquire in certain instances the meaning 
of “freedom (qua rebellion) from love” (N 190, P 280-81), while immobility is similarly 
correlated to the idea of “subjugation (qua submission) to love” (N 214, P 286). By looking 
back at the opposition “open versus closed” as expressed by the meadow of the first 
dream and the garden of the second, we may now conclude that this reflects in spatial 
terms the initial free state of Livistros as opposed to his final subjugated state at the end 
of the sequence. 


°° Note, in particular, the splendid traversal of space at N 530-36, with its dense verbal indentation (ovva- 
NAVTO ... Oovaravta, PrAEmer... PrAEmer... BAENW, OTA... OTHKO). 

5! See above, notes 28-29, for the references to “seeing.” 

°2N 270, N 271, N 278, P 2708, P 2712, P 2715. 

88On this device, see Agapitos, Narrative Structure, 78-81. 

**Indicatively, see Athen. Bibl. Nat. 2364 of the 11th century (A. Marava-Chatzinikolaou and C. Toufexi- 
Paschou, Katddoyog pikpoypadidv PuCavtiwav yEetpoypddwv tic EOvixiic BipAoOrKNs ths “EAAGSoc [Athens, 
1978], 1: pls. 122-26); Athous Meg. Laur. A 42 of the 11th century (S. M. Pelekanidis et al., Oi @noavpoi tod 
Ayiov ‘Opoug, ser. 1, Eixovoypagnuéva yeipoypada [Athens, 1979], 3: pls. 29-30); and Vat. er. 1158 of the 
13th century (H. Buchthal and H. Belting, Patronage in Thirteenth-Century Constantinople: An Atelier of Late 
Byzantine Book Illumination and Calligraphy, DOS 16 [Washington, D.C., 1978], pls. 18-20). 

*°'This device of growing anxiety joined to the traversal of an unfamiliar space has also been used in VPC 
and K&C, in a similar position within the narrative (Agapitos, Narrative Structure, 326-27). 

*° Being outside the courtyard of the Evotokratia suggests freedom from love (N 249-52), while being inside 
the courtyard implies subjugation to love (N 256-64). 
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In concluding, I would like to suggest that the landscapes of the mind in Livistros and 
Rhodamne, far from being mere conventional patterns, are meaningful spatial entities that 
are firmly placed within the narrative process. The poet has succeeded in establishing 
his own, innovative spatial aesthetics of simultaneous formality and fluidity, where space 
is both presented and activated, where dreams are both realistic and fantastic, and where 
love’s instruction is both explicitly and implicitly inculcated. The peculiar sensation and 
the narrative importance of these dreams can be fittingly summarized by a phrase of the 
Canadian novelist Robertson Davies: these are “dreams in which something significant 
is told, not in bold Civil Service narrative, but in a puzzle of ambiguity and omission.” 


University of Cyprus 


Appendix 


A Preliminary Critical Edition of the Dream Sequence in 
Lavistros and Rhodamne, Version a (= N 186-560) 


Since no critical edition of the romance exists and none of the available printed editions of 
the individual manuscripts (S, N, P) or versions (E)! is satisfactory,’ the foregoing analysis has 
been based on a preliminary edition of version o, of which I am preparing a full critical edition. 
The editorial method employed has been presented in a series of studies, to which the reader is 
referred for further information.’ In general, for the first 1,300 verses of the romance the text is 
based on manuscript N, whose lacunae are supplemented from P whenever there is an agreement 
between P, E, and V. An attempt has been made to keep as closely as possible to the wording of 
the manuscripts, without “smoothing out” grammar, syntax, or metre. Editorial corrections are 
restricted to passages where none of the manuscripts offers any solution. 


"The printed editions are as follows: J. A. Lambert, Le roman de Libistros et Rhodamné publié d’apres les manus- 
crits de Leyde et de Madrid avec une introduction, des observations grammaticales et un glossaire, Verhandelingen der 
Koninklijke Akademie van Wetenschappen te Amsterdam, Afdeeling Letterkunde, n.r., 35 (Amsterdam, 
1935), for manuscripts N, S, and for version E; W. Wagner, Trois poemes grecs du Moyen-Age (Berlin, 1881), 
242-349, for manuscript N; D. I. Maurophrydis, "ExAoyi| uvnpetov tig vewtépas EAANVLKiS YAMoons (Athens, 
1866), 1:324—428, for manuscript P. Corrections to the text of manuscript N by D. C. Hesseling are recorded 
in the apparatus of Lambert's edition. Further corrections have been suggested by E. Kriaras, Aeukd tic 
Meoatwvikts EAAnvixiis Anuddoug Tpaupatetas (Thessalonike, 1969- ). 

2See the detailed, but far from exhaustive, criticism by M. K. Chatzegiakoumis, Ta neoatmvikd Snaddy 
keiveva: LouPoAT oth weAéty Kal thy Exdoon tous, vol. 1: AiPiotpoc, KaAAiuayos, BEAPavdSpoc (Athens, 1977), 
35-79. 

°P A. Agapitos, “Libistros und Rhodamne: Vorlaufiges zu einer kritischen Ausgabe der Version a,” JOB 42 
(1992): 191-208; idem, “H €upeon rapddoon tod Syuddove uvOrotophuatos AiBiotpoc Kai Podduvn,” Hellenika 
42 (1991-92): 61-74; idem,“"Eva axoun ondpaypya tod pvOiotoprpatosg AiBiotpos Kai Podduvn: ‘O Batikavdc 
k@dicag Barb. gr. 172,” Hellenika 43 (1993): 337-59; idem, “TIpdg pia Kpitixh &kdo0on tod pvOrotoprpwatoc 
AiBtotpog Kai Podduvn: Mpopanwata we6ddov,” in Prosa y verso en Griego medieval: Rapports of the International 
Congress “Neograeca Medi Aevi III,” ed. J. M. Egea and J. Alonso (Amsterdam, 1996), 1-16; P. A. Agapitos and 
O. L. Smith, “Scribes and Manuscripts of Byzantine Vernacular Romances: Palaeographical Facts and Edito- 
rial Implications,” Hellenika 44 (1994): 61-80. 
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Sigla Atque Breviata 


E Escurialensis V-IV-22, saec. XV exeuntis 

N Neapolitanus III-Aa-9, saec. XVI ineuntis 

P Parisinus graecus 2910, saec. XV medii 

Vv Vaticanus graecus 2391, ca. a. 1500 

Ch Chatzegiakoumis Lt 

Hs Hesseling Ma 
Kr Kriaras Wa 
<> addenda 

{ } delenda 

[ ] supplenda in lacuna codicis 

+ 7 locus corruptus 

a.c. ante correctionem iter. 
add. addidit om. 
cf. confer p.c. 
codd. codices praeb. 
coll. collato, collatis put. 
conl. coniecit Scr. 
corr. correxit secl. 
del. delevit suppl. 
dist. distinxit tempt. 
edd. editores tral. 
1.e. id est transp. 


Lambert 
Maurophrydis 
Wagner 


iteravit 

omittit, omittunt 
post correctionem 
praebet 

putat 

scripsit 

seclusit 
supplevit 
temptavit 
traiecit 
transposuit 
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A®HIH2XIZ AIBIZTPOY KAI POAAMNH® 


‘Oxdnote EKGAEGEV TN EONEPA THV NLEPAV N 186 
KOL EKALVEV O NALOG Kal EOEBNKEV TN VOKTA: 

évvotata éK tiv Wépiuvay thy eiyev h wort Lov, 

ETEOH VOL ATOKOLLNOD, KAI GKOVGE Ti LE EOGVN. 


‘Oveipwtos adnynoic AtBiotpov MOAvTOVOD. N 189a 


"Eodivn We Ott LOvoc Lov TepitpEeya ALBGStv, N 190 
ALBGdw navecaipetov LvptoavOtoLevov 

Kal KPDOV VEpPOV YALKOBpvTOV, YLALOSEVOPA YELLATOV: 

yépia Cwypaoov va ‘Aeyec, Gv eidec 10 ALBAStV, 

TO ETLOLKAV YLALOELMOPOOV, LUPLOYPWOLATLOLEVOV. 

"EBAena 10 GvaAipadov, Enpdoexya Ta SEVSPN, N 195 
ENLTEPTOUNV TA OvTA, EBADUACOV TAs Bpdoauc, 

Els TA AVON O VOUS LOD EKPELETOV TA EYPAULICAV TOV TONOV, 

UdVvOS Kal LOvosG EAEYG KAL EVOOM TEPLENATOVV: 

“Onov Etc TETOLOV GVOpMNOG ALBGSLV KATOVVE WEL 

KOL CNOEL Elc TETOLAS YAPLTAS CwIs TOV TAS NUEPAG N 200 
Kal YPNCEL TOV TAPASELOOV, AOLTOV OVK EV’ OTPATLOTNG.” 

Kat Eévdow 10 Emapatpeya tO EUvOOTOV ALBGSLV 

Kal LANYAWG TO EvHdova Kat EoKOn1Ca Eic EKEIVOV, | 

ONO LAKPa AVETPAVLOG Kai EBAENW APLATaLEVODG, 

AVOPHNOVS OAOVS NTEPWTOVS Kal Epyovtat Ec EUEVAY, N 205 
ETA OvULOD ENETOVTO, ETPEXYAV TO ALBGSLV- 

KOL WS TODS EVETPAVLOG TOAAG EwoYoooBNOnv, 

Ek TO GAOYOv Lov EneCEVOD, KA GUPV® TO orabiv Lov: 

Ki Hc OD Va OPH 10 onabiv, Exeivor Enéneodv LE 

Kal TpLyvpia Lov EotdOnoav Kai AypLloyAwooodbwviCovv N 210 
Kat A€youv: “Piye ta GpLata, UN tTOpA OKAaTL TAON<.” 

Kai éy@ w¢ todc cida neprocotc, bAovc ApLATaLEeVOUG, 

TOVG OAOUG VG EXOVOLV TTEPA KAI Va Avacaivovv oAdya, 

NEPLEOTAONV ANELPA, OYESOV OTL ANE TOPO. 

Eis GONV EKATHVtTNOG Kai THY Conv adetOnv: N 215 


N 186-92 lacunain P_ N 188 évtotagéo Hs (cf. éviotaga EV): Sev N N 189a noAvadvov Lt: n6vov NN 192 
yiAddevdpa scripsi (cf. popr@devipov E : unptodevdpa V) : xyetaAn devdpav N : xia devdpa Wa N 193 yap va eAeyEc, 
LOTOPLoEV TO AVPASLV PN 196 énxiteprdpnv] neptendBovv P Bpdoeig P N 1976 votcékettovP ta20m.N eypduurtav 
coni. Ch coll. éypauia E : €ypdppnoev P: eCaAnva N tov t6nov N: 6 n680¢ P= N 198 kai povoc] éxeivoc P_ Kai? om. P 
N 199 woadv 6nov N P : modv del. Wa dvOpa@nogom. P N 200 tig Wa: tig N_ this Gwc tov Nuépac P_ ~=ON 201 om. P 
N 201 coi Lt: yat NN 202 t0'0m. P  éuvootov] dvOduvootov PN 203 Kai aniyeva tic NSoviic Kai Eoxiptovv Eic ExEivo 
P eoKxonCa Wa: éoxdnioa NN 204 avéBiewo Kai PAéxm PN 205 fpxovto npdc P_ =~N 206 énétovto P: cai xnotanod N 
etpexav Wa : Etpexa N : kai étpexov PN 207 0m. PN 207 nodad eyvxodoPrOnv scripsi : ToOAAODS EyvyoedoBHOnv N 
N 208-11 hos versus post N 215 transp. PN 209 dc 0d] @onep P cipwP:piowN énénecav Wa: éndnecav N : énecdv 
P N 210 tptybpov yap We EotHoav Kai UE OvLOd Ue A€Eyouv PN 211 xpiyorP oxdt tdpa naGer O€Aetc PN 211 post 
hunc versum éy@ 0¢ oe eina odvtpode KAAE ovvodoiNdpE, Tods GAAOUS Eida coPapodcs SAAOUS EpLAtOUéVOUE praeb.P N 213 
GAAOV va éxovet P gASyav PN 213 post hunc versum tdpa yap va BaotéCovotv, onabia yeyuuvauéva praeb.P N 214-15 
NEpleotaony Gneipa Kai eic ddnv ExatéPyv- Kai drAtica tod Cfiv we EAEya Udvos Kai KatAvOdV LOU: tives KAI N6BEV EPXOVTAL 
Kat tt Hoadtv thy onovdiv ToLoveL Tpdc epévav: Kai Ev dow tadta cic UEpiUVaV LdvOc LOV éAoyLCOunv PN 214 NEPLAVTLO- 
TAONV ATELDAC 
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TapEecw pintw TO oraGiv, napeEEw tO SoEApiv, 

SévoO TA YEpta, AEM tovs: “AodAos ous {eiwat}, Lh dno8dva.” 

Kai eic an’ éxeivouc, &vOpwnos mavebuopdos eic eidoc, 

NOAAG EUMOPHOG, KAAOKOTOG E1g ODVOEOL Ka OYTUG, 

ELYEV NTEPA Ec TODS CLLOVS TOV, NTOV APLATwpEVOC, N 220 
NAGev Eketvoc Hepa, Kpatei we and 10 yéptv, 

SEVEL WE ANO TOV TNAYNAOV Kal A€yet LE: “AKoAoDOE1, 

KAI bes TO OPAONs TO NOADV, TIMOTE OVK MOEAET OE.” 

“HpEGue8a va theyouEV EkEtvo TO ALPGStV, 

ATESW LOV KOI ANEKEL LOV KAL OTiOW LOV KAI OUTPdsG LOD N 225 
ELYA TOVS ASLAKPITOLE TODS Epwtodnutove. 

Kat 1c va Eira, otAe Lov, Kal THs Va o& AdNyobuaL 

TOD KABEVOS TAS ATELAGS Kal TODS HoPEPLOLLODs TOV; 

‘Ouas TA vovOETHLATA TOD EVOS VA GE OLVTDYO, 

TOD EVOG OTOD EK TOV THAYNAOV EdNoEV kK’ EOUPVE LE: N 230 


AiBtotpov Epws vovetet Kai nmoBomapayyéAAEt. 


“AvOpame, 8EAEiG va GE ELND Kai SéEOV TO Wc DEAEIC. 

‘AV ODK ETAGOTNS EK THV YiV Kal ODK Toovv EK TOV KOGLLOV, 

Kal NOOVV GNOPA EK TO CidEpOV KAI ANOKOLUA EK TH NETPAV, 

ob ut 10 eiya Tapdeevov nooiHs GV ODK ALGBGVOV N 235 
TV SUVALLV THV ATELPOV TOV EPWTOKPATOPaV: 

OLOTL KAI TETPA Kal SEevdpov Kai G{Snpov Kal AtBoc 

KA TAGA OboIc GyvYXOS Kal EUYvYauEeVY TA, 

EKTOG EPWTOVTOANWEWS ODK Evt 0506 va Chon. 

Kai ob, 6 tooovtoc avOpwnoc, 6 e&aipetos Kai véoc, N 240 
AVALGYLVTEIs TOV Epwtav cat d0o0v od wnoiCetc; 

Aptt Gv pe akovetc, ovyKAlOnoe, pi~e 16 Gyépwyxdv cov, 

TPAXNAOV KAivE Eig TOV Cuyov THs EpwtodovAeiac, 

EUTA Etc TOD I1680v tov Seoudv, SEOnoe cic thy Ayanny, 

NMPOONEGE Eic Thy ‘AoxdAnotv, tov Kpeuaoudy idsé tov, N 245 
KQL GVTOL KAV VO ELTODV TOV "Epwtav, va. TOV NapAaKAaAgoovv, 

KOU ANE TO TOOOV LAVLKOV TO KAT’ E00d ExaKONy, 

VO HETANEOT, VA GAAGYT KAI Va o& OvUTAO HON. 


N 216 to kovtdpiv P_ -N 217 &3v00 Kai tac yeipac pov, Kai Aéy@ ut GnoOdvm P  eipotsecl. Wa N 218 1 cidn P N 219 
evpopoog P Kai oxyja] cig mAdGow P= -N 220 kai dpdopata éBootav P ~N 221 0m.P WN 222 diver PN 223 noav P 
N 224 opfope00 PN 225-26 dxédo pov Kai dnéxet pov Kai tods notvnAatictis Wov P ~=N 226 ddidKpitouc Wa (cf. P 
2705) : dduxdKpitovg put. Ch: ddixpitouvg NN 227 xdc va] tivice P ecinw P: ein N N 229 vov8etiouata P N 230 
om. PN 230 « éovpvé scripsi : kai ovpvé NN 231 atramento in N, sed minio exaratus in P_ AdPiotpov P : AdPeotpoc 
N  vov@etet kai noSonapayyéAAe. N : napevei épws kai napayyéArker P =N 232 O€Aetc! om. Ps vat o& ind scripsi coll. 
V : Ov o€ einw tinote P: vactand NN 233 énddotms Wa : éxddoOng P: éxkcomv N 100 Kdonov PN 234 Hoovv dnd 10 
oténpov P  dnékoupa Wa : dndxonav P: anikona N &« nétpacP N 235 etyov... av... ic0avov PN 237 devdpov 
P: dpevépov N_ atdnpog PN 238 Gyuxos Wa (cf. cayvyos V et Gyvyov E) : Suyoxog P : Gxaca N N 239 yapic épwtoc, 
LROANYLV ODK Eyer P  EpwtoemoAiyews N N 2406 véogP N 241-43 dv eixec Kai od tov Ep@ta adeévtnv EG TOV KOGLOV, 
tod NOBOV Av Hoar SovAEevtis ACLOG Thc ayamNs: Eav dAws Eicakovons Lov SotAMoW daoYpEYNE, OdK AOtOYacE 16 ENLOVUEIC, 
UGAAOV pév odv od xéverc PN 242 ovyKAiOnoe scripsi (cf. ovvKAnOnoe E et KAnOice V): ovvOAiBece NN 244 guna] 2208 
P d€0noe P: d€0nte NN 245 npdonecov PN 246 abvtoi Kav va Ch: adtofkava N: adtoi vace P N 247 0n0P N 248 
va wetabéon thy Opyjv P GAAayi Wa: aayh N 
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Kai Gv 6€ Ein, TOV AVOpanov, BE OTL OLSEV va TAENGS, 

GUVNOTOS Va eicaL dnd Epwtav, OddSEV Va TOV WOE NG; N 250 
Ti A€yEtc VE EGO NAPEKTOS EPHOTLKTS GyanNGs; 

IIpéret oe, 5E TO LOVOS GOV, OKOTEL TO O& APLLOCEL. 

Ma to oma@tv 10 diotopov tis Epmtoxpatiac, 

OD AEY@ GE TO Tixote 51a THOTOV KOAAKETAG: 

Soov Kai dv eioat eaipetoc cig obvOeoL Kai TAGOLV, N 255 
GV ODK ELTIS Els TOV CvyOv TOD TO80V VG nOvEONG, 

VO TALGEVO TS TA EPOTLKA KAL UGONs Ta Wo AppdCet, 

eioar ovddetinote, G0 Euev TANPOPopEONOE TO. 

Kai mapayyéAAw oe aNEdG KAI AEYM GE KAI AKOVOE LOD: 

CIPTL Av LINAC Eig Epwtav Kat 8€ANs TpooKvvjcal, N 260 
ELTA KALTOG TOV TNAYNAOV Kal YALNAOS TO CYTE, 

TMOlGEe SELVOV TO PAEMAPOV MOV doBEPLOLEVOG, 

SEGE TA YEPLA, GOV OOLKTA KAI TEGE E1G YNV OULMPds TOV 

kai aNd Kapdsiac cov otTpiyyioe Kai TAapEKGAEGE TOV. 

ITAnv otav €unns, mpdcete ANGAVO Els TO AVAOALV N 265 
THs NOptac, €Aedavtivov av loys ALvaKtov, 

AVAYVOGE TO YPALUATA TH YPAdOVV ELC EKELVOV.” 

Kai We tac TOGas TAG MOAAGS EpwtovovdEciac 

OKGUNOTE ELC TOD Epmtoc nASape thy Katodva 


Kal tiv avAnv EoéPynpEV tis Epwtoxpatiac. N 270 
‘O AiBiotpos Eic Uavov tov tac Yapitac tac EidEv, N 270a 
KATAAENTOV EKPPAOOEL TAC, AEYEL TAS LETH MOVOD. N 270b 

Kal €1¢ HEV TSG NOPTAS Thc AVATS EdAvVH LOD OTL OKATIC N 271 


djvOpwros Ntov coBapdec, yupvdc, €EeonaOiopévoc, 

CLYPLOS TOAAG TO MPdoMnov, SELVOS GTO TO OXTWA: 

Eiyev yaptiv eic 16 ypiv tov 10 évav aTAWUEVOV, 

EVELLEV OAOV YPGLLATA, KAL GKOVvGOV Ti EAGAODOAY: N 275 
“Tlac avOpwroc ddovAMtos etc Epwtoxpatiav, 

TAG MOHOAKATAKPLTOS VO UN EyvapiCn ayarny, 

Ac Ev’ MApEEW EK THs AVATS Tig Epwtoxpatiac: 

av d€ Kal 6€An va Eunh ve 167 Kal thy avdATv tov, 


N 249 Gv o€ ein@ Kal GvOpantva, BEc OTL ODSEV EANpONg P obdev Va Wa: oddéva NN 250 duvipov va cioa tod Epw@toc 
obde Ev va ce wnAadhon P tov wndiCnc scripsi (cf. dveyidnjots E): oe woorCer NN 251 ti] ob P Kai post cica add. P 
N 252 oxéyov to édv apudtn PN 253 eépwtoxpatetac P (cf. opwtoxpatopias E et EpotoKpatépwv V) : épw@touaviac N N 254 
ov AEY@ Goi TOTO PN 255 doov P (cf. doa EV): aodv N xail'om.P «ai?]eic PN 256 éunic] gunéong P = N 257 ac 
EXEL Va tO UdONG P =N 258 mAnpwdophOnoar an’ éuév bt tinote odK oot P ~N 259 oe... c¢] cot... cot P Kai? om. P 
N 260 otav eupiig P = bndc Wa: vadyetg N épwta P xnpooxvviow P N 261 guna] oéBa P = yaunadc] tamewdc P =~N 262 
roinoat P = BArEdapov Motiv] npPdcwnov KabG P N 263 Seicat P= néoe Kai eic ti yi éunpds Tov PN 264 xapdiac 
P:kapdsta N covom.P xapaxadéce PN 265 éuryc] oeBiig P = npdoefov éndva eic tov KooudmV PN 267 avayvoov 
P  ypdupata P: ypdupaN etc €xetvov] mpdc éxetvynv PN 268 noAAcc] bopdig P tac ante EpwtovovOeciac add. P N 269 
oKdnote P AGouEV th Katobvay PN 270 kai etc thy addi é60dcanev PN 270b kai ante Aéyer add. P  xdvov] 26800 
P N271ypévP:euévN pov] pe P 61 OKdtt¢ om. PN 272 Htovom. P  éteonaOopévoc P : EeonaOmpéevoc coni. Wa 
N 273 eic post noAAG add. P oyfia] BAguov PN 274 cixev cic yépiv tov yaptiv P =N 275 éyewevom. P  dKovoov 
P: dKo N: dk@coni. Wa N 276 épwtoxpateiag P N 277-78 0m. P N 279 dv dé Bedjon vo eubh P Kai? om. P 
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dic Droypawy SovA0c TOV Kal Ac yivetat EdiKdc TOV, N 280 
KOL TOTE VA LOT YAPITAG Ac ExEL O TOBOKPATwp: P 2702 
av 6& Louptevon va EuBH, LN vToypayn SovAoc, 

ASG EYVMPiOT SNULOS Tov yivetat TO onaOiv LOD, 

KOL EYW NLKPOG TOV TOPAVVOG, HETA ASLAKPLOLAG P 2705 
Va KOYO TO KEOGALV TOV, Va AEtWT ATO TOV KOOLOV.” 

Kai napaKxdtw Eypadev Ek thy ypadny Ekeivny: 

“ADANG TOptapys EVLOpdos Kat Ndpta THs Ayarns.” 

Kai onov tac nOptac éBAere, A€yet pe: “Avayvaoe ta.” 

"AVEYVOOO TA YPALUWATA Kat cdddpa EBALBOUNV, | P 2710 
AEyo: “Aneda SOVAMVOLAL EtG TOD Epmtoc 10 TOEov.” 

Kai Tote GnEOW Eig TV ALAN EOEBHEV GAVTGUA, 

EY KAL O SHULOG EpWs LOV Kal OL ZOLVNAAaTLOTAL LOD. 

Kai ti va o& Ein, OiAe LOV, KO Ti VO O& GoONnyOoLAL, 

Ti ovvOeciv Te ths adAfc, Ta CHa dinep etxev, P 2715 
Ta Kpva vepad, Ta SEvdpa <tHC>, THv CwdtodtoKivay, 

THV LOTOPLAV TOD TOLYOV TNS, TA CHA TA TEPLEMATODOAV; 

Kat té@¢ <10 NMAV> KATAAENTOV AV O€ TO BEAW AEyELV, 

BEAM KALPOD Tapadpounv Kal MAATOSG OAOV YpOvov: 

KOL GOES TOVTA TA TOAAG KOL EVAV VA OE ELTO, P 2720 
TO E160, E1¢ 10 OOTiTLV TOD "Epwtoc, <oiAe>, Kai eEevioOny. 

Ta npata E0€Pyv tponiki Kai Htov 6 TAtTOG GAOG 

ANG YPVGOALOMULATOS EPMtoLOTOpLOLEVOG, 

va Evt Stddopa Sevdpa, EvLOpda Kai Wpata: 

KQL Eig TOUS KAMVOUS TOV SEVSPOV TOD KABEVOS TPG Evav, P 2725 
NOVALA Ta WEV Va KAOnVTAL, TA SE <VO> OPLODV TETACAL, 

Kal GAAG va YawaTétovVtaL GO KAGSIV Etc GAAOV. 

Kai L€oa €1¢ TO LOVOLMUA TO EPMTOLOTOPLOLEVOV 

LGPLApPOV Ntov npdotvov Kai Hv AEAATOLNLEVOV 

TOD Epmtos ta yevébAra ex téxvng napacévon, P 2730 
TAS  Adpodity tov YEevva TOV "Epwta tov TOE@V 

KA THs ALTOS Ed6EEVOEV TAALV tTHv ‘Adposditny. 

Kai eiyev dndvao évbotepov tig tpomukiis 1) téxVN 

thy Kpiovy thy Edtdacev ‘AA€Eavdpoc tod unAov, 

kal totav éxatedixaCev Kai motav 10 unAov Stdet. P 2735 
Kai €ic Th TETPAKOYYOUATA Tig THONIKTS EKEtvns 

noav &K téxvncg Epwtes AN WLAOd yuwivon, 

VO OTEKODV KAL Els TA YETAN TOVSG VA KELTETAL KAAGLIV- 

<LvVOTHpLoV> eida ooBepov Kav Gnd TVOTS AvELOD, 


N 280 etkd¢ tov om. P_—~P 2702-63 om. NP 2704 Squiog P corr. Ma P 2707 éx scripsi (cf. é« E): dk PP 2708-9 
minio exaratiin PP 2711 dxeda scripsi (cf. dmeda E V) : yap andpm P P 2713 diu0c Ma (cf. Sitoc E) : Séout0¢ P 
movadnotat P, corr. Ma P2716 mo addidi thy Cwd.ogiokivay scripsi (cf. t& CHd10 Ths dnoKbvac E) : tig GwomoK1diac P 
P 2718 16 nav suppleviex EV P 2721 oide addidi (cf. EV) P 2722 tiv post écéBnv praeb. P quod delevi  xponuxiw P 
corr. Ma P2724 évi scripsi (cf. évav E) : BAéner P_ =P 2726 viadd.Ma_ P 2728 16 wovot@pa Ch coll. E V : thy povoiKkty 
P P2731 ddpodims P  ta&v t6Ewv] an toEd6mv? (cf. toEdtHv V et EpwtodsoEjtnv E) P 2733 évioctepov scripsi (cf. Evdotpov 
E et notepov V) : iotopio8iv Py téxvn scripsi (cf. tig téxyvng E V) : 6 yévoc P_ =P 2738 npdc eoévav post Kettetot praeb. 
P, quod delevi K«oaAdutv e versu sequenti huc traieci. P 2739 wvoriptov supplevi ex E V 
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Kav dnd dvePaotv vepod, Kav GAAMs TAC ODK Oida. P 2740 
Elc vév nap’ eic o@valev Kai 6 mp@toc eine todt0: 

“Medye TOV TOROV TOV TATEIC, TOD N6AOD Eloal AvtLOTATNC”: 

Kal GAAOG EAGAEL: “NG obayi Ths Amiotiac 0 s0DAO0G”: 

Kal GAAoc: “TO nbp aGunyavel Kai ovdev TOV KaTAMAEYEL”: 

Kal O TEtTApPTOS EdavaCev: “AovAMONOE Kai OTEKOD.” P 2745 
"EBAerov EY® thy TponiKkhy, c8avLaCa ta Tavta, 

EEEviCOUNnv TO EVTEXYVOV TO LAPLAPOV EKELVOV, 

TOD oTéyouS Eixa PoBEpdv tiv LtoTOpOypadiav 

KOL TOV TECOAPOV TOS OWVOSG EKEIVOV TOV EPATOV, 

O vos HOD ETEPLEKPELATO, EdPIEEV, ETPEMEV TAC: P 2750 
Kai E1xO, TOV vodV LOD Eig AdTOV Kai Eic TODTO Kai Eig EKEivo, 

KOi ONAMS TO TOLOV OVSEV E1YA TPATOV Va Exatvéow. 

‘Opav exoinoa nEptoonyv va otéKw Kai vo BAETO 

TO TOLODTOV TO TAPAEEVOV TOD "Epwtos 16 OoritiV 

KOL OTOD HE ELNVDOAOLV, VO OTEK VA TOUS PAETO- P 2755 
KA EYO YOAOLEVOS VO loTALAL Kai oO vods LOV va Bavudtn 

TUG TOLUVTASG HUPLOYApitas ac EBAErov év Ovetpa. 

Kal té@c peta wpac Gneipov €€EPynv Kai Exeivoc, 

EKELVOG ONOD LE EGUPVEV THAYNAOCSEOLOLEVOV: 

TAIPVEL YODV NGALV TO GXOLVLV LETH THS LLCS YELPc TOV P 2760 
Kal N GAAN TEeplémAeke 51d va We OvYVotEpton: 

Kal Apt pe Aéyer: “Tlpdoeye, ta o& NAEya cic tov Spdpov 

VG TA OVAGENS, AvOpwre, WN va o& ovpnabjon.” P 2763 


Eig vrvov tov Eovvivtnoev 0 AtBiotp0¢ tov II6Oov. N 433 


Avo 70 eByiy thy tTponiKkhy ovvanavta pe 6 11680¢, 

Avdpas NOAAG TaveduLopdos, Gonpos, EavOdc tiv tpiyav, N 435 
ELYEV Cic TO KEOAALV TOV OtTEddviV dnd SAVING, 

ELYEV KAI Ei TO YEPLA TOV KAGSIV OLOV 10 OTEdAVLV: 

KOL EvOdG Os UE UANVTNGEV, NpEato va we AEy 

OYOUS Ws SikactLatos SnVEev Kai vovOeciac: 

“Oavptalo andptt tov Bvupodv tis Epwtoxpatiac, N 440 
TO TOG Eic Eva GvOpwnov LaKpoOvEt TOoODTOV, 

TO TOS ODK TOOvV 50VANG TOV, NHs TOV AVaLoXYLVTHONG, 

10 TOEOV TOD TPYEV Eig EGEV Kai ODK ETOEEVOEV OE: 

QPITTM TO TVP TO KAVOTLKOV TO Els YEIpas TOV PaotdaCeL, 

TOG GKOUN ODK EOAOYNOEV Ti OANV oov KapSiav.” N 445 


P 2740 kav Ma: ov P- dvdBao. P corr. Ma_ P 2742 t6nov Ch coll. EV: 2680v PP 2744 tov Ma (cf. tov V) : to P 
P 2748 doBepav coni. Ma P 2755 yévav post wé praeb. P, quod delevi : pé aveutjvucev Ma_ P 2760 natpvet Ch coll. éxépvy 
E : d€pvet Pag coni. Ma: €vdc P- N 433 atramento exaratus in N tov P: tov N eovvyvtnoev P : éovvévtnoev N 
AvBeotpog NN 434 ante Gua add. xoi P evyh N N 435 GVNP TOAAG Evpopdog P EavOdc] Aaumpdg PN 436 eic tiv 
Kegan tov Exerto otédavoc P N 437 tac xetpag P Spowov donep oteddviv PN 438 Oc] KaBa> P =N 439 dSikaoiuata P 
N 440 andpt Ch : okoui P: pdpun NN 441 nic cig éoévav &vOpwne P tocodtov] tocadta P ~=N 442 15 TOS] TAS wo P 
EveoxvvtiOng PN 443 10 16€ov tov npyev] ob« ottov 1 t6Eov P_ Apyev scripsi (cf. Hpyicev E) : cipyev N: ovk oltovP Kai 
exatetogevoat P N 444 tov Baotdte scripsi coll. PE V : cov Baotaterg N  opittw eic 16 nip 10 PaotdCe cic Ta yépta TOV 
PN 445 noc ov oA0yiGer ako P 
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N 446 téwcs éGv oe ind yvwpilers pe Kai 6x1 tadta eitov P ~=N 449 BovAdvouar P AiGioc P : Cndidc N 
P: yéva N N 450 €8€ Gv] éav P 
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Téwc Aéyer pov: “Eyvapilets pe;” Kai eina tov: “Oy” tadta: 
“Eva ‘wat 6 11600c,” Aéyet we Kai cina tov: “pookvva oe, 
THEUO THv ECovotav cov, dpittw thy Sdvautv cov, 
SOVAMVOLLAL Etc TOV Epatav, AifLos Tov va DTOYpPaWo.” 
“EOE Gv opovis Kal SovAMOT GC,” EKEIVOC LE ATEKptOnv, 
“Kal TEONS Els T0 Eyypadov tg Epmtoxpatiac, 

YPOVOV YALKDV TAPETPEYVES, NUEPAs Avwddvonuc, 

Conv NOAAG Tapadéevov éECnoec Ane THPA.” 

‘Evéom €ovvtvyativa tov T1d6@o0v Kai EBAEena tov, 

EnPaGEV GAAN EpwtiKky yovaika eEnpnyuevn, 

EVUOPOOG, KAADYAPAYOG, GOKENAOTOG, LAaKpEa: 

TO YPOLA THV LAAALMV THs Ntov EavOdv OAtyov, 

Elc S00 NAELWEVA YALNAG Kal Eic TOMOUS Va oyoupt{Covv, 
OTEDEVLV ELC TO KEOOALV TNS ELYEV NO LOPCivny, 

LUpOivy NtOV CbyYKUPTOG Kai Eig TOMOUS ELyeV GvOn, 
PODYOV TUVEVLLOPOOTATOV EOOPEL ATOKATY, 

ypvodaornpov diya Cmouatoc, ExavHO LETH yoOvVAG: 

KQi Els TO EV TO YEPLV THS TPLAVTGOVAAOV ExpAtet 

KQi Elc¢ TO GAAOV tS YaPTONOVAOV Kai 10 Eypadev ovK o1da. 
Kai éxeivos énov pé éovpvev: “H “Aydann eivat,” we Aéye, 
“Kal APTL TPOOKVVNOOV ATH, SOVAMONOE Etc adTHV, 

KOL ELNE AUVTNV VO YEVNTAL LEGITHS Ws 61a Eoéva, 

OLOVOLAY ELC TOV Epwtav va motion Le tov I1d68ov, 

VO ELMOVOLV Tin0TES SL EGEV KAI Va O& CUUTABTON.” 
"Mev q 'Ayarn, éoiwacev Kai £010 we tov T1680v 

Kal AEYEL WS MpOcG TOV Epwta taya Kai mpdc tov IT68ov: 
“ALO TOVTOV EBVLWVETOV TPOYOES O EPWtOKPATWP, 

51a TODtOV Ntov 6 PiacpLdc Kai } Exotactc f T607N;” 

Kai cino thy: “Nat,” Kai 16 eizetv tadta Empookbvnod ty, 
ENEOA ELC TA TOSAPLA THSG KAL TETOLA THY EAGAODV: 

“Ayarn, SoDAN Tod “Epwtoc, yvfjo.a tov ovyyevida, 

Kat [168¢e, d0DA€ tod “Epwtos Kal yvjoie ovyyevi tov, 

ovK N&evpa tov Epwtav va S0vAWOD Eic ExEivov, 

TOOOV LN] HE KAKiontE, UN We EEopioO7ite, 


N 450 


N 455 


N 460 


N 465 
P 2796 
P 2797 

N 398 


N 400 


N 405 


N 408 
P 2807 


VIOyPaya 
enexpiOnv PN 451 éyypadov Wa : Eypadov N : mpdypadov PN 452 napétpeyec 


scripsi : €métpexes N : emapétvyes PN 453 Kai ante Cwiv add. P moAAGP: noAAnVN éCnoac dnd tote P ~N 454 xai 


ante évdow add. P_ kai post 1680v0m. NN 455 éEnpnyévn PN 456 paxpéa] dpaia P +N 457 EavOdv dAtyov scripsi 
(cf. vrogavencn OAtyov E) : doav 10 yada N : @¢ kaotavodyov PN 458 nAeuuéva scripsi : thkeuwévn N : rheypévn P oyoupt- 
Covv P: yupifouv NN 459 ecicom. P_ eixyev] tov P pupoivng PN 460 pupoivn P: onvpovvn N kat évt H pupoivy 
OvYKAPTOG va EXN Kai Eig TOnovG GvOn P N 461 navevpopddtatov] AaTvoKdKonov PN 462 ypvodacmpov SCrIpsi : YPvGodv 
donpov N : xpdcanpov P avev yobvng PN 463 sic praeb. P : ai cic 10 yépnv ms EBdotatev tpravtaoda h KOpn NN 464 
xaptiv P 107] 74 P =N 465 xaiom. P  dénov scripsi: 6nov N : 6x00 P_ eine por Ou Gydan évi PP 2796/7 Kai CLpTL 
SovAMONOE Kai AdtTH HEGITHS ws dia Eoéva NP 2796 atv Ma: adtov PP 2797 wc S10 é0éva N : cic £0évav PN 398 
Roton HE] Tojowpyev PN 399 tinote cic Eoévav P_ Kai] cig 1 P N 400 é0tdOnv eic tov tonov P N40l0m.P xai 
scripsi (cf. kai E): @¢ NN 403 om. P&G todtov Wa: dtetodtov N _ t601 Wa: t6onc NN 404 mv' om. P_ xai 
TPooKvva thy P N 405 tovavta P ~N 406 yvnoia PN 407 Gv joovv ov EyvdpiCa Kai OAoywpiKevdpnvy P 160e Wa: 160ev 
N_ ovyyevn Wa: ovyyevd N_ tov scripsi coll. E: tag N edd. N 408 xai ante ob« add. PP 2807 praeb. PE V: om. N 


PANAGIOTIS A. AGAPITOS 137 


NOUGETE TimotEe E1c Euev, Ayan pov Kai 11d60e, N 409 
OVVIDYETE TOV EpM@tav, TAPAKAAEGETE TOV: N 410 
“AvOpamos tov xHPLK6c, Tic cical odK HEEvpE oe, 

{kal} dU AVTOV ODK ESOVAMVETO ELC TO EEOVOLAOTLIKOV GOV.” 

Av €uévav motoete eyyuntat, AGyoUs KAAOUS E1NETE, 

KOL EYM Va "LOOM Eis TOD "Epwtoc TO TOEOV Kai THV OAOyaV, 

VO Cia Ané TAPA SODAOS Tov Kai TOD BEATLATS TOD.” N 415 
TIAnv ws EAGAOvV, diAE LOD, KA TODS ETAPEKGAOVV, 

dv ELYOV ODOEIS TOV ANOTOV Va Le EyoYonovodoav. 

Kai Go6tov ENAPEKGAECE LETA TOAAMV SaKpdDOv, 

oKvrtel } Ayan, OO thy YTV OnK@vEL LE Kal AEE: 

‘T160e Lov, 51a TOV GVOpMROV TODTOV VO TOV ELTODLE N 420 
TOV TOBDOEPMTOKPATOPA LN va TOV ovuTaAO HON.” 

Kai 6 116@0¢ é einev: “Xanace, tinote wih AvnGoaL 

érei Gnede, SovVAMVESAL KOI OuvbEts VE LT] ATLOTHONGS, 

EXELG KAL KOPNS NOiKTs EvyeviKhyv GAyarnv 

Kal ato Epwtav ovundGerav Kat thy EL oaiav.” N 425 
Kai eizev ond pé €ovAattev Tov épwtav exeivov: 

“As EAOH TOPO LETA EGEV E60 ONOD SiKGCeE1, 

VOL YEVITAL GULTAVELOS TOV, VO 'LOON El TO RTEPOV TOD, 

KQL Tis GyaTNSs TOV SEOLOV Va EXdpT 51a THY KOPN.” 


"Epeteotadnyv an euév n Aydarn we tov T1d8ov, N 430 

GAANAWS VO YELPOKPATODV KAI VA KPVLOOLLLAODOLV. 

Kai adotov EKE1 GNEGHONLEV E1G THV EPMTOSIKNV, N 432 
Tadd hadei Katadentov 6 AtBiotpoc 0 E€voc N 359 
TAG THC PloKivac ovpdopdc tac Eldev év OvEipa. N 360 


NTOV YOPGYELOG NALAKOS KTLOTOS Gnd LAPLApOD, 

YOpOV Tov AEdtoKGAaLa AGTOUNWEVG OTHKOVV, 

Kai 70 KaVéVaY EunpooPev ElyeV LoTOpLoLEevVa 

Codta EepwtidonovAa Eupopoa Téotavapéevat, 

Kol C@a wikpa ExaGiCovtav Etc 70 OtTNPaLov TpLyOpOD, N 365 


N 409 noinoetat P  tinote P: tinotec N [160e] n6te P ~ N 411 jhtovP:jpouv N~ xaiante ticadd.N WN 412 «kai 
seclusi (cf. E 346) avtd P ed0vAdvapov NN 413 kai ante 5v add. N_ noioete] nécetar PN 414 va 6udom eic tov 
Epota P N 415 ano P Sdo0dA0c] diAog P_~N 416 Kai tovc] kai wo tov P_~N 417 eixov scripsi (cf. Hya E): AtovN P gboeic 
scripsi (cf. dbo E): ¢voig N Pedd. tot Anotot N éyvxorovotoav scripsi (cf. woyonovéon pe hyav E) : éwoyonovéOnv N 
P N 418 addtov] ad’ ov tov (tod p.c.) P_ N 419 ninter Eni tiv yh N ayann P ~N420vG]G¢P N 421 tov no8oepmtoKpdatopa 
scripsi coll. V : tov €pwtono8oxpatopa P : tod n680v EpwtoKpatopog N N 422 kai cine por d n600¢ P Avafoa P N 423 
Kai Opnvbetc] pooac P = N 424 Kopnv nOiknvy Ps evyevikiig NN 425 xai!om. P dnoepwtoovpndOerav Pepi oudiav 
Ch coll. EV : opopidtav NP N426Kxaiom.P oxovN éovaacce PN 427 pe post tapaadd.N ypetacév P ce post 
onod add. P duxkétw NN 428 va yévntar scripsi (cf. vaybvete E) : va yévn cig P: kai yéver } N — ovpind@eroc tov] 
ovpnavera P poongP N 429endpncP N 43000 P:5tGN N 431 dAAHAw PP Kpvdopir0doLv Wa (cf. KptdwpvAOdOLV 
E et Kpida va onvtnxyévovv V) : KpvdmdvAdcoovv N : Kpidodidobvtar P N 432 dxeoaOnuev P (cf. Exel énéoapev 
E): aneodoacw N tivom.N N 359 d0Peotpog NN 3600m.P N 361 tAtaKdc yaudye1og N : yapaiyioc HAvakds P 
ONO LApHLapov scripsi coll. dx papydpov V : and tprybpov P: bnép pepotvn N N 362 ybpov tov N: tprybpou P AentoKdAapa 
A€Aatouniéva totiKkovv P = N 364-65 0m. P N 364 Cwdia N épwtidénovAa Wa: épwters6n0Aa N  gotavepéva N (cf. 
napaceva ti GEoer E) : Eotavapéva Wa : aictavonéva Hs N 365 omPaiov scripsi : otfGoc et supra lineam t add. N : otc 
tov conl. Wa 
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OAG VA TTVOVOLV TO VEPOV AO TH GTOLATH TOG. 

Kai napextds tod HALaKOD dioKiva Ntov KtTLOUEVN, 

VEPOV VO YELL OAGYADKOV Kal KPDOV W<s 0 NAYOG, 

Kal Ec THY dtoKivav EowbEev LoTHKETOV AVayOV 

KGL ATAVW Eic TOV AVGYOVTA LGPLApPOV a> AEKavn, N 370 
KQL Els Thy AEKavnv Eowbev GvOpwrnos LE EdGvN: 

Euwoyos Ntov éAeyec, va CA Kai va Kivijtat, 

ta 500 Tov YEPLA va BPaGtOvV OUTPds TOV Ei TO GTHBOG 

Tayate E9GVN pe yaptiv Kal eiye ypapéva tadta: 

“AG HE TOV] OnOV LE OEwpET Kai OnOD UE BPAETEL Ac NdoYN, N 375 
Ac OAiPetar On0D TH OULGTLA Tov yupiCovv Tpdc Euévav, 

TOOUTHY THY KATASIKTV LOD TIV EXYW Kai Thy TA0Yxa, 

THY VIOLEVO ALO “Epwtav, thv Exatedikdotny, 

dLATL TOV ODK Eyvp1Ca Kai OVdEv TOV EgoPobUNV.” 

Kai 1a nev ypapnpota éBAena Kai Taya dvayvack Ta, N 380 
Kal Eoetovv T0 KEOGALV LOD VG LY Kal Euévav ovTAC 

KatadiKaon 0 doPEpdc o noB0EpwtOKpPATwp. 

‘Exelvov Onov efdotalev ta ypdpwata énpdcexé Tov, 

Kol EPAETA ATO TH OULATLA TOV 16 SAKPVOV VE GTAAGGON 

KAL VO YOXAGCH ws 10 OEpp6v, va Kain ws 10 KaLiviV: N 385 
ANAVOV Eig TO KEOGALV TOV va KE{tETAL Hs OdidzV, 

OANV VO NEPIMAEKETAL TAYE TV KOPLOHV TOD, 

Va EVAL TO OTOLA TOV NUKVOV Eig TO LETOMOV TOD GvOpamov. 

Kai evdoq tov empooexa, va cina eoovaké pe: 

“Dopod uN naOpy¢ ta Ena8a Kal WupLotLpavvijoaL.” N 390 
Kai tiv dwvi as Koved, va eines Drenayny, 

va GvovOpnva eExexeipynoa tov GvOpwnov Exeivov, 

Va KAGI@ Thy KaTAdS{KHV Tov Kai Va TOV avTITAGYO- 

Kol A€yet Wot 0 Epws Lov Tov Eiyo Weta Léevav: 


“Qs 616. 16 TtoLoWav 10 Exoikev 514 TODTO TUPAVvETTAL.” N 395 
Kai peta wpttoav OAtyi eda dvoiktis tac TOptac 
onod n Aydann eoéBynkev anéow ue tov [160ov- N 397 


N 366 oda] GAAG Ps ontbovow P: nivoveiyw N tod otépatés tov P_ ~=N 367-68 Kai napeKtoc tod HALaKODd KaOdpLov donep 
mayog PN 368 ndyoo P: naywv N edd. N 369 éotijKetov P dvayov P (cf. E) : aveynv N N370éxdvw P tov dvayovta 
scripsi coll. E : tov dvéyova P : 1 avayeov N10 post pdppapov add. P Aeké&vnvN N 371 we] ac euévav PN 372 va 
Ch kal va Kivfjtat] Ci) koi avoxiveitar N N 373 taya ante t& S00 add. N Basta Eumpoobev mpdg P = N 374 xapthv Kai 
éypadev ovtor &ypadov otiyou N ypoppéva scripsi coll. E V : ypopnpata P ~N 375 dc] @¢P dnov! scripsi : 6nov N : 6mod P 
Oc Moyer Onod pe O€AEt P pe? om.N anéyer N, corr. Wa N 376 vo. OAOPetaAL On0d OupatLa (Oppata a.c.) yupifer eic P 
N 377 pov om. N N 378 tiv?] tov N ExateduxdoOnv p.c. PN 380 ypdupota éPAena P : ypdppo éypada N Kai? om. 
N  avéyva6é PN 381 gotov Py Kai euévav noijoer P_ ~=N 382 He post Kkatadikdoet add. P 6 noBoepmtoxpdtwp 
P: Epwtokpams gpwo NN 383 éxeivov scripsi (cf. éxeivoc E) : éxeiva P : €ig dé tov N_ Onov scripsi : 6nov N : onod P 
ETPOGEXG Tov] Mpoeiyov P N 384 xaiom. P10 Sdxpvov P: ta ddxpva N  otaddoon scripsi : otdfer P : otaddoovv N 
N 385 kat P (cf. E): tN yoxAcdtn scripsi (cf. yoxyA@Cn E) : KoxAGCn P : xoxAatovv N va Kain a> 10 Kapive P (cf. E) : va 
Bpafovv we 10 KaKaBnv N N 386 ndévoP «ite P odidiw P: 1d oidtvN N 387 OAnV] GAAov PN 388 cic 16 pétonodv tov 
NUKVOV TO OTOHAV tod GvOpanov P_  muKvov P: mxktov NN 389 xaiom. P_ va etna] inmoc (i.e. etm’ dc) P epovaté P 
N 390 goBovpor P ta] 10 P kai mikpd tswpfioot P ~=N 391 va P: aN A€yng P bnendynv P: bnetdynv N : énendynv 
tempt.Ch N 392 kai svvOpnviv N dvOpwnov P (cf. EV): &ywpov NN 393 tov] wov P «tov P: tTHVN N 394 épwc pe 
A€yer 0 MvAGg pov P_ petepévav PN 395 wc SiG] SAovP = enoinoec P 81a todt0 P: 8v aitov N Ttinwpnoar P = N 396 
apav P oatyiv P (cf. E): oAiynv N etda] BAgn@ P 
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Epws EFEBnv ANEKEL KAI AEYEL TOV EKELVOV N 281 
OTOD LE EdVAGOOEV ELE: “Erxap’ tov, €AG GnEGW.” 

Kai €Kelvos TOV Epatnoev: “Ti A€yovv Ws dla TODTOV;”” 

"Exeivoc drexp{Onkev Kpvddc va Li} 16 L680: 

““H Ayarn peottevet tov, €yyvettar tov 0 11680c, N 285 
Kol ovutabel tov 0 “Epwtac, tinote un Avatar.” 

Kai einev wou: “TMepindtnoe, un OAiBeco dné tOpa.” 

"Eurnaiva anéoW MET AdTOVG, TANBOsG TOADV EVPIOK, 

Noav puprddses GvOpwnor Kai h Sikn tovs tTo1adt 

du ayarny, Epw@tos OTOpyy, dia T680v StaKpiotav: N 290 
KOL HEOA Eig TODTONG, diAE Lov, UdOE tO ti EEeviotny, 

TO ELSAOLV TA OUMATLA LOD EEAMOPEL TO O VOU LOD. 

"Epa@cs tTpiLopdonpdcmnos KGOntaL Eic TOV Bpdvov, 

TO TPOTOV TOV TO TPdOMNOV PpEdos LLKPOD naLdiov, 

CNAAOGEPKOD, TPLOEPOD, Kai etyev EavOiy tiv AAGOLV, N 295 
EV 10 E1SEC, Va ElTES EK NavtOc YEpia KAAOD Gaypdoov 

TEXVITOV TO EOTOPNOAV, WEYOSG OvdEV BaoTaCeL: 

TO SEVTEPOV EGALVETOV WG LEOTS NALKIaGc, 

Va EXN TO YEVLV OTPOYYVAGV, THY OWLV Ws TO Y16VI- 

KO 10 Gn’ Exeivov NpdcMNov yépovt0s va EldEec SWLV, N 300 
ODVOECLV, OYTLA KOI KOTIV KOI TAGOLV GVOAGYws: 

KOi TO LEV TPA~TOV mpdcwnov cixev €& OAOKANPOV 

TO YEPLA, TA TOSAPLA KAL TO GAAOV TOV TO GALA, 

TO OE AN’ EKEivov TPOGWNA LOVOV ANS TOVG MLOVG. 

"EOdpovv ta bt €xettovtav w<¢ Hoav Kat’ d&iav, N 305 
EPAEna tiv THLLOPdwWov, EAeya: “Tic 6 RAGOTNC 

<Kal> ti 160 Eevoydpayov 10 PAénw, ti Evar Et0DtT0; 

Tig vo WE Ein] TO PEWPA, Tic VG Ue TO EpuNvedton, 

Tig AVOPMTOS HLAOKGADG Va WE TO Gvads1SGEn;” 

Kat €v6o@ etc TEtTOLAV LEpivav 6 vods LOD ETPLOKONATOV, N 310 
OKaTOTE Kal T CHtnots yivetar n E61KH Lov: 

“<'O> avtotatns ac EAOH,” dwva ter oKGtic Epac. 

Tivetar taEns LEpLods GnESW LOD Kal ONEKEL, 

AEYEL Le ONOD Le EOVAAOOEV: “"EAG va mpooKvVHOTE.” 


N 282 euév] eué P Koi ante ka praeb. PN 283 kaiom.P padmoev P ti A€youv wc] ti A€yovat iter. PN 284 
anexpiOnKkev] brexptOnv tov P Kpvda P pdOm Wa (cf. E): ud0n NP N285t0m.P 6 m680c¢ tov é€yKvital P ~N 2866 
‘Epwtoc] and Epwta P = N 287 eine pe mepindtmoev PN 288 ocBaivw P abiotic P: abticN N 289 joav] @oiv Pol 
diKkn va Ev tov dAwv PN 290 ctopyiv om. P dtaxpiofav P: 8 dkpaciav NN 291 uéoa] éuévav P TOUTOUG] ADTOVG P 
efeviodnv PN 292 kai ti eidao1 ta 'Ldt16 pov P(N 293 otpwtpimopdmnpdownos ExdOnto €ic Opdvov PN 294 ac Bpédoc 
N : @onep coni. Wa N 295 dnadoodpxw tpvdepov va éEav7 eic tiv mAGow P tpvdepod Lt coll. E : tpvdepov P : doBepod 
NN 296 éav 16 eidec vi eines P : tod vatdov ideg N  yépto. KaA0d Gwypddov] KdAAOUC KAD texvitov PN 297 TEXVITOV 
Wa : texviteg N  texvitov 10 éotdpnoev] Cwypdoov yaipia iotopikod P = wéyocg Wa: wiyoc N «ai woyov ov BaotaCer P 
N 298 egaiveto é€x P yévetov P 1d y16v1] oitéypoug PN 300 dn’ éxeidev P ecidevP N 301 KOM... MAGOLW] OKONOV 
... YA@ooav PN 303 tov kai post yépia add. P16 GAAov] SAovP =—-N 304 10... . npdcwna SCrIpSi : TO. . . tpdcunov N P 
am éxeidev P  e8e@povv P_ ta om. P_ éxeitevtov PN 306 iiheyo tic h mAGoIg P)=—-N 307 Kai suppl. Ch coll. E 
egevoxapayov P évai etodto] évi tobto P_—«—N 308 ye! om. Pein PN 310 Kai—votcs pov] 6 vots pov eis toiabthv 
HEépivay P  étptoKondtov N P (cf. étpiexondtov E) N 311 i&iwyP N 3126 suppl. Wa tov avtiotdmy P eAOn P: €16n 
NN 313 td&ng¢ scripsi : tig N Pedd. pepiopac P: uépovg wou N povom.P an’ éxei®ev PN 314 A€yer pe] Kai 
AGyoug P eddAagev P 
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"EoéBnv cic tov "Epotav, mint €1¢ Thy YNVv OUTpPdc TOV, N 315 
Kai NPSauNnv weta SGKpvA LOD Va KAGL@ Kal va Tov AEya: N 316 
Eic Unvov tov tov Epwta 0 AiBiotpoc mpoonintet, N 466a 
NPOONINTEL KAL TAPAKAAEL META TOAAMV SaKPDOV. N 466b 
“FEpac, av0évta Pacired, dEon0Ta yc AndonG<, N 317 


TOV AVALGOHTOV APXNYE, TOV ALGOnTaV KATAapYa, 

NANG WUXNSG EPEVVNTG, ToD 7d80v SikaroKpita, 

KQl TIS AyarNns ovvEepyE, Tis VIOANWEWGS dire: N 320 
dv dnd dvaroOnoiac Lov Ti etya mpd Eoévav 

Katedpovicbnes ano euév, SE0TOTA TOBOKPATMWP, 

UT] ECEPLOTHG TO NTALOUA LOV, TOOOV LT] TO KAKMONG, 

YVOPLGE, NLOVV YWPLKOG KAI OVYYV@LOVNOE TO: 

QLPKEL TO WE EGOPEPLOEG, EAENCE LE OTE THOPA, N 325 
[v]& Ou60M ve eivat S0DA0¢ Gov SAO TOD OpLoLODd Gov, 

AiC1oG TOD BEANLATOS KAI TOD TPOGTAYLATOG GOV.” 

Kal TOTE GOOD TO EXANPMOA TO TOV ETAPEKGAODV, 

AEyer we: “ Eyeipov ano tov vov 61a peoitetacs tov I1680v- 

51a thy Eyyonotv, yvapile, thy elya eK THV Ayarny, N 330 
onhayyviConat Ge GO TOD viv, EAEDW KOI OLVUTAOD oe: 

TO ENTALGES OD WHdiCw TO, AUVNLOVO Eic EKElvov, 

KOL GO TOD vov TapGAaBe ayannv Eic TOV VODV GOV 

Kal NOBOV KOPN NOLKT<, Epwtoeenpnyyevns, 


1600v Podduvns Ovyatpoc Xpvcod tod PacirEewe.” N 335 
‘Expoonka@eny Ex tiv Yt, ENPOGEKDVNOG TOV, P 217 
E15 HPLKTOV LVOTHPLOV, OiAE LOD, Ec EKELVOV- P 218 
THY Liav daviv EuépiCav Ta OTOLATA TH TPia, P 220 
EAGAEL OVTOG Kal Va Aé&s EOdvaleEv EkeElvoc, P 219 
{Kal} NKovEc {TO} TEAS Tic OWVT|s EK TOV THLOV TO OTOLLG, P 221 


KO ANAM, OK ELXES THV ApPYTv, OVSE 10 TEAOS NAALV, 

TOV AOYOV TOV EdavaEEV TOBEV VG TOV ELKAaC HGS. 

‘AnEéd TOV KOL ANEKEL TOV TOD EpWTOTPLTPODTOV 

500 YLVALKES LOTAVTO KOAEG Elo YapAKtTHpav, P 225 
<KQAEG Eic Ed0¢ Kai Eis KON, NapdéEvEec THY OyiV: > 

T Lia OTEdaviv va doph Lapyapitdptivy OAoVv, 

CONMPOV WC TO YLOVLV TO KAAOV 16 GKOUN OdK ExaTHON: 


N 315 eunpog P) =N 316 kai! om. P yeta N P: pé ta dist. Hs Saxptwv P N 466a-b hanc rubricam atramento 
exaratam hic praeb. N P, sed post N 466 (~ P 2797) perperam transp. Hs N 466b npooninte: kaiom. PN 317 ab0évm 
P tov andvtwvy PN 318 dvatoOrtwv P: aveotiywv N  aicOntiév P: dpynyav NN 320 tic ayannc] yiig andons P 
ovvepyé P: obvepye N N 321 Gvom.P tig post dnd add. P_— dvatcOnoiasg P: vnoteiag N tiv ety npdc éoévay] Kai 
GO XHPLoHoOdD pov PN 322 Katedpovicbys Wa : KadpovicOys N : katedpovyOnco P an’ Euod P avtokpatwp P N 323 
efopiobtjc P_~Kakion¢P N3240m.P N325ehéno6vP andP N 326 va suppl. Wa:om.P q@pooaP d6AogN : d00A0¢ 
P optopod P: optapdg NN 328 dood 10] addtov P énapaxdAovv PN 330 tiv éyyvowv éyvapile P EyYYONOL corr. 
Kr : éyybwow N edd. eiya] oifa P= N 331 kai]oe P N 332 émtoicec P: émecec N Kai ante Guvynwovea add. P_ éxeivo 
P N 333 kaiom. PN 334 nOikijg P: ovvOnkiig N  épwmtogEnpnuévng P +P 217-302 0om.N  P 220 huc traieci coll. E V 
P 221 kai... 10 seclusi coll. VP 223 tdv? scripsi (cf. tov E et 6nov V) : obk P: 6vconi. Ma P 224 tov! corr. Ma (cf. 
E):t0 PP 225 unum excidisse versum videtur in P, quem e.g. supplevi ex E (etiam cf. Kadaic cic Nd0c Eic LOpOTy Etc 
ovv0eony Kai cig KaA0G V) =P 226 ddov scripsi coll. EV: p6vov PP 228 avth scripsi coll. E V : GAAn P : GAA coni. Ma 
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1 GAAN €ic 10 KEOOALV THC Kai AdTH OTEdavLV Elev, 

KOKKLVOG, ADYVITGPLA Va TAODCOvV Ws TN OAGYa: 

OAGAOTPA NV TA PODYA tC THs LAs dco 70 Ba PdKLv, P 230 
<Ti¢ GAANS OAOKOKKLVG VO AGUTODV Wc O NALOG: > 

KGL Els TO APOC EVAV YOVATOV TOD EPWTOKPATOVVTOG 

TOV S0O TA YEPLA KELTOVVTAL ENAVM Etc Ta SEELA Tov, 

OPKOV ONLELOV EPWTLKOV Els EVITOANWiaV. 

"AKovoov Ti We Epunvevoav 61a tas S00 yovalKac: 

“BAENELG THV OAOKOKKLVOV EKEtVHV THV Mpatav P 235 
OOD ELC TO HEPOS LotATAL TtTOD Epwtos 16 deELovit; 

A€éyovov thv n AANGe1a, EKEtvn OUVEL ELG ETODTOV 

VO UN wevo8h <td> vadoxETaL 51a TOBOV Elc TOV KOOLOV: 

OOD LOTATAL Elc TOV APLOTEpOV AEYOUV tTHV AtKaLOObvHV, 

OUVvEL Kal AVTH TOV Epw@ta tO StKALOV VG OvAGOON, P 240 
VO. UN SLO TPOGWROATNYWLIV TOAAGKLC TApaKpivn: 

EVL AVN OAOKOKKLVOG KOL OAGAEVKOS Exkeivn, 

KOL Wo KPDOTAAAOV napEetkaceE ExEeivyv EK TO VEON, 

Os OAGYA TAVTHV EK THv yHV 51a 10 GyEvdnyopdév tov: 

1d€, AvOpare, Oatuale Kai Tas LOpdas TOV Tptwv. P 245 
‘Adod aTEd@ LEtAOTAOTs Kal Drdyns Kal TapéeKet, 

G€A€1¢ GeBEelv Eic TOD Epwtoc ta BEAN vo OLd0NC 

KOL ONEKEL Va TA SLbAXOTS, va 16Ns Kal TOV LGVTLV, 

ONOD o€ OEAEL GonynOEtv {10} ti Evar 16 OéAE1¢ NAGEL 

KOL NOTE THY AYATNHV cov VEAEIc AnoKEpsioelv.” P 250 
‘ONOD HE OVVETOYALVEV GOTKE, LETEGTAON, 

NAAW VEwWpa tov "Epw@ta, TAAL AVTOG LE AEYEL: 

“AiBlotpE, Ti OTIKELC Kal OBEwpEtc; AywpEe va OLdoNG. 

‘Ayarn, ob tov énape, 1168, napdAafé tov, 

TO EYYVTLKOV TOD TOLNOETE, 70 BEBaLOV Gc OUdonN, P 255 
as TOSevOH {Ex} tov Epwta tov nd80v ths Podduvne.” 

EvOvc tov TpocEeKDvynoa Kai anéKeEl LEtEeotaOnv: 

6 11680¢ Ntov GredH Kai anéKel pov h ‘Ayann, 

ElC 10 KEAAiV GntyapEev Sov NTOV 10 OPKWLOOLV: 


‘Exopaotc GAAn Epwtik tic TOP0OpKM@pLOO!aALC. P 259a 


TADTA Etc Evav S{iOvpov EvpouEev TOD KEAA‘OD, P 260 
YPOLMEVA Noav YpaLLata Kai GKoVvOOV Ti EAGAODOAV: 


P 230 oAdaonpo scripsi (cf. dAdonpa EV): OAGAGunpa P Bay BdKiw scripsi (cf. Bopndykny V) : oteddviv P (et E) P 230 
post hunc versum ]acunam unius versus suspicor, quam e.g. supplevi (insuper cf. P 235/242 et V ad v. P 229) P 231 fort. 
post hunc versum statuenda est lacuna duorum fere versuum P 234 &kovoov scripsi (cf. Gxovoe E et Gkovaov V) : HKovcec 
PP 235 Brénetc scripsi coll. EV : PAénw PP 236 cf. dnod Eig 10 pépoc 10 Seb1dv HoteKe tod Kpatodvtoc EP 237 étodt0Vv 
scripsi (cf. €xeivov E et avbtmv V) : tov €pwtd uov P- =P 238 va Chocoll. EV: ivaP ta supplevie V (cf. 16 E) P 249 70! 
seclusi P 251 an doe pe Kai éo1G6n? (cf. ddoike pe Kai €51gByn E) P 253 omKecat P corr. Ma P 255 NOUOETE SCripsi 
(cf. mtoetar E): noinoor P dc oudon scripsi (cf. vo Oudoer E) : } Ouwoia dc yévn PP 256 dc suppl. Ma_ éx seclusi coll. E 
TOD MOBO] an ths KOpne? (cf. E) P 260-62 minio exaratiin P P 261 post hunc versum lacunam aliquorum versuum 
suspicor, in quibus Libistrus verba inscriptionis refert; e.g., cf. ondy1 N6OOV Kai OUAHav dc THEXN €ic TOV HaVtHy | otov épotav 
TOV BAVLAGTOV TOV N6AOV Tic ayanns | 1 Se Exdedy anavtot<s Gris Exiivov éy1 V 
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< > 

TIGA &Kovcov 16 S{Ovpov ti eixev iotopiav: 

eixe TOV "Epmta yupvov éxdvw Lotopiopévov, 

TO EVAV TOD YEPLV VA KPATH onAGiv NKOVNLEVOV, 

TO GAAOV OAOKOKKLVOV ANTOLEVHV AaUTGda. 

’‘Anedé wd0e EK THC ypadic 10 Ntov napaKdtw: 
“Epas aKxatandvetoc ovpavopv80d0davoc.” 

“AOLTOV OVK EVvL OOD EAGBVEV TOV Epwta E1cg TOV KOOLOV, 
EXEL TLANpodopnOnoarys,” naAw A€yer we O 1168o0c, 
“ovK EVL ONOD ECEYADTMOEV THY Epw@totaciav.” 
"ATEKEL ELETEGTAONLEV KAL ATNYALEV ANEGwW 

Els TO KEAALV TO EPWTLKOV TIG NOBOOPKMLOOTIAG: 
EVPLOKM ELS YPVOOKOKKLVOV ENGVM AVAAOYLV 
RTEPOV VA KELTAL TOD Epwtoc Kai toSov yEewiopevov, 


P 265 


P 270 


KQL LEO ELC AVTO YAPTiv, ELYE TOVG ADYOUS TOTONUG: 


‘Opkos Epatav goBepdcs <tov Exovv oi nOBObVTEG, 
Kal ano woxnc 0 AiBtotpoc> opuveEt va wn GOETHON. 


P 275 


P 276a 
P 276b 


“Ey@ eiwar <6> vouoc tod "Epawtosc, {kai} todto Evi 10 mtEpdv LOD 
KQL TODTO Eval TO SOEGpPLV LOV, Kai OuVOETE OL NEVTES 
Aif1o1 va Etote SODAOL TOV, VE Uh TOV AOETHTE. 

Ti mAavacbe EFarnope@ Kai ti {Eva} tov GBetette: 

NOD VA TOV EYALTMOETE; Ppittw Ot devyEté Tov. 

‘AV TetacOite Etc {tov} Ovpavov, ntEpov ExEt Kai OOGvet: 
av katate Eis <OGAacoav, YUULVOs Ws TOV BEwpe_tte, 

Kal Katad@dver Ei¢> GBvooov Kai ODK EYALTOVETE TOV: 
QV SE loWS NAAL Elc TH Yhv KOoWOnEpiNatette, 

SEMpEttTE <KaL> 10 TOEOV TOV, NOAAG OTOxYa So0EEvVEL, 

Kal ODK EvL 0806 Va ODyETE TV Epwtotaéc{av. 

AOLnov EXIdMVODLAL GAS 6700 EioTAL GXO TOV KOGLOV, 
dovAMvEDBAL<EIC> TOV "Epwta, Kal OOD TOV BEAEL OUdOELV, 
dc Evi PEPatov 16 AGAEl, u} OpKOnapaBathon.” 

Koi napaxdato Eypadev ta Ek THY Ypadty exeivry: 

“BEAN Kal TOROS KAI LOVT Tis NOPoopKMpOotas.” 
‘Avéyvaod Thy thy ypadtiv, eida thy totopiav, 

ANAOVO TADTA Els TO ATEPOV KAI ENGVw Eic 10 S0EGpvv, 
Kai etna: “Ma todto 16 rtepdv, La 10 evotoyxsv cov TOEOV, 
SOVAMVOLLAL Etc TOV Epwta, ALCL@voual Etc TOV T16G0v, 
MLOTOG TNS Va Eipat Gnd 100 vov tig Epwtikoayanne,” 


P 280 


P 283a 
P 283b 


P 285 


P 290 


P 295 


P 267 ovpavopv80d8dvoug P, corr. Ma_ P 269 nAnpodopijioa oe coni. Ma: an nAnpodophOnce? P 271 épeteotadnoav P, 
corr. Ma P 275 avto Ma (cf. abtov E): obta PP 276a-b rubrica lacunosa atramento exarata in P. quam e.g. supplevi ex 
E P2770 supplevi (cf. ovépoottod E) Kaiseclusi P 279 AiGioi Ch: odtio1 P_—eiote scripsi coll. E: qte PP 280 évar 
seclusi_ tov scripsi: 10 PP 281 éyAvtdoete scripsi coll. E : éyAtoete P =P 282 tov seclusi P 283a-b lacunam e.g. 
suppleviex E P 284 av Ma: éav P_ Kooponepunorteite scripsi : K6opov nepinateite PP 285 cai supplevi coll. E otoya 
P: evotoya coni.Ch P 287 cag... eiotat scripsi coll. EV:oe... toot P P 288 eicg suppl. Ma (cf. EV) P 289 ac put. 
Ma (cf. E) P 291 BéAn Kai t6n0¢ scripsi coll. E : keAAiv n600g P : KeAAiv tod 11680v coni. Ma__poviy scripsi coll. E : woviv 
PMa_ P 295 BovaAdvouot P, corr. Ma dAvoi6voua PB, corr. Ma 


P 297 wdvtic scripsi coll. E : mpotopdvtig P 
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"Quooo. Kat, dd6tov Opooa, tatta Kat o Uavtic NAOEv, 
6 Lavtic Tov <pé> Eputvevoav vo ye 157 Eig TOV OpKov, 
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KOL TADTA EV MPMOtOIg AEYVEL WE AOYOUS KA ODVTLYLAC: P 298a 
Ta O€AE1 NGOEL <6> AiBiotposg 6 pavtic TOD Ta AEYEL. P 298b 

“A{BLOTPOG, YTIG AATLVLKTS CPYOV, TOTAPYNS LEYAG, 

TOAAO@V TPAYLATWOV GvOpwrosc, PHYAS TOAAV AvOparov, P 300 

USAAEL TOD TONOV VA YEVT TOD YOVIKOD Tov EEvoc 

51, Podduvny thy KAAn, thy Epatikondbov: P 302 

<de0ndtys WéAAel va yevi tod “Apyvpod tod Kdotpov,> 

Xpvodv, natépa TOV AAUTPOV Thg KOPT|s Thc Podduvns, N 336 

va. Sade xOf EK tiv YOpav tov Kol va KOGLOKPATHON: 

weta S& ypdvov SidGotnLA va yon trv Poddyvnyyv 

DTO YUVOLKAG TOVNPAG, THs KaKOUGayov ypatac, 

Kal va EByn cic avalhtnov tis KdpNs ths Podduvyc: N 340 

Siypovov OéAE1 TEPTNATEL VO VAGYT Va thy EvpT’ 

Koi Good THv EvpEl GTO KAAOD diAOD TOV OvvEpytay, 

cic GAAov Evav SidoTHUAv va Tapadpaun Ypovosg 

KO AAW Kdotpov tod ‘Apyvpod va yivetar deonotns 

Kol KOpTv thy Tapaéevov va thy ovvan08dvn.” N 345 

Eimev &keivoc 6 KaAdS 6 LGVTtIs 0 TPOYVotNGS, 

EAGANOE THA LEAAOVTA KAL OKANOTE AveondoOnv N 347 

GTO TOD OvEetpov THV TAOKTV, OiAE LOD, TOD TOGODTOD. P 311 
‘Eétrvyoev 0 AtBiotpos thc OvelponAaotac, N 347a 
eévavnoev OAOCGALOTOS, ULUPLOOOPULBLOLLEVOG. N 347b 

‘O vodc Lov elyev tapaytv Kai ddBov 7 wy Lov, N 348 

WEPULVaV 7 Kapdta Lov Kal KAOVOV GAA’ OndG0V" 

WPAV YAOLEVOG NEPLOOT Va KEitMpAL vo BAETO N 350 


10 TOTE VE EAON O AOYLOLOG TOV ELya Gv OdK ExGOn. 
‘Oxdnote éxnavidepa Kai NAGav tH AOYIKG LOD, 
avéeBnv aro tov BuBov TOD OvEetpatos O vos LOV, 
EPPLYA ATO TO OUUATLA LOV TOV LIVOV TApAVLTiKa: 


NAGev e versu sequenti huc traieci coll. E 


P 298 pe suppl. Ma 


epptvevoay scripsi coll. P 234 : €pujvevoe PP 298a A€yer ve scripsi coll. EV: Aéyo tov P= P 298b atramento exaratus 
in P 6supplevicoll. E P 299-302 minio exaratiin P P 300 ptyac Ch (cf. kdpicg E) : péyag P =P 301 versum correxi 
coll. E : péAAet tod t6n0v tov Tod yoviKod va yévyntat Kai Eévog P_ P 302 post hunc versum lacunam in N P suspicor, quam 
e.g. supplevi ex E (etiam cf. deondtng GAo¢g va. yeviis Yi Gpytpod tod Kdotpov V) N 336-39 0m.P N 337 d10dex67q scripsi 
(cf. evyet E) : dtadex8eig N KoopoKxpation scripsi (cf. Koouwmyvpeton E) : koopmKpatic N N 338 dé xpdvov] dixpdvov E, 
an recte? (cf. S 1375-80 et S 1713-15) N 340 cvyn P: evyng N N 341 Sdixpovov] 800 ypdvoug P = OéAe1 P : O€AE1g N 
mepinatetv P ondayn...cvpn P: vordyng...ecvpng¢N N 342 evper P:evpeic N tovP:oovuN N 343 évaP ypdvov P 
N 344 yivetor P: yovece NN 345 ovvan00dvn P: ovvano8dvng NN 346 cinev—koAdc] tatta cinev éxeivog PN 347 
Kal OKdnote AveondoOn (corr. Ma) P (cf. kat OKanote avttotdOn E) : Kai e&davnoa ev0éog N P 311 praeb. PE: om.N 
N 347a-b atramento exaratiin N:om.P N 347a éveiponAnoiac N, corr. Lt N 348 cixyev] vaéyn P N 349 KAdvov] o6Bov 
P GAA Ondoov scripsi coll. GAA néoov E : GAAG néoov P: GAA n680v NN 350 yoopévoc P: yaipévog NN 351 716 ante 
noteom.P &éxd0nvP N 352 post N 353 praeb. PN 352 xai 78av] NAGov P(N 354 napavtixa] nepi Biav P 
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EKATOA KAI EKAOviCETOV O vovs LOD ANE TOV OOBov, N 355 
CVEYNAGOODLV SG SEGLOV LT] EXT] O GHdVSvVAOc LOD, 
éPrAe|ra dv cia wo We Eovpvav Exeivor SEouapéevoc, 
"Hrov 6 voc Lov cic Epwtav tov tpiLopdov éKeivov, N 358 
EOKOTOVV TAG TapdEEvas Tc S600 NAAYIVAs TOV, P 322 
TOV NALAKOV E8avuata Kai THY KAaANV oLoKivay, N 467 
éPAeTa va eines aicOnta thy ToPcopKOLMc{av: 
NLOVV ELC TODTO KAL ELG AVTO KAI EG TO GAAOV TO NAPEKEL, 
NOEAG EKEIVG VO OKOTH Kal ETODTA VA OpovTiCa, N 470 
TO GAAO Va EXO WEPULVAV, VO UN We AGO Exeivov, 
Kat, NIOTEVOE LE, EiG EKATOV EKONTETOV O VOUS LOD. 
Kai TéWs ETH MPAV NEPLOOTV LNVO TOV OVYYEVT LOD, 
EKELVOV OLOV LOD EAeyEv Ta SOVATAL N AYaTN: 

‘O AtBiotposg TO OvEetpov AEYEL TOV OVYYEVH TOV. N 475 
Koi Ga tov Elda, cima tov, obd5é Exa1pétnod TOV: P 331 
“des T0 Ti WE EyivEetov thy yOEoiviv Eonépay. N 476 
"Exdacev 6 Epwc Sveipov 10 va eines Sti EPAErO, 
Kal EXEL O VOUs LOD HEPLvaV Kal OSbvHV Th WoT] LOD: 
ETAQOEV 0 Epmc, GvYYEVH, TAGGUG Op1KTOV dvetpon, 
TO AKON PAETM ALOTHTHs Kai Evtpéxet Etc OPBaALODG OV.” N 480 
Kai éxeivoc pe Aéyer: “AiBiotpe, déono0ta, yiic tondpya, 
YNS KOOLOKPATMP THs ELT|G, Elmé, GONYoov LE TO.” 
Kai npsaunv thy aonynov, ire pov, vo thy Aéyo 
TOD OVELPATOG TOD EPWTLKOD TOV GULYYEVTV LOD EKEtVOV: 
Kai OndtAV NAGA Eis 10 Svoua TH KOPN Ths Podduvne, N 485 
eimev pou: “Kpdtet, Aipiotpe, dv abtiv thy ovvtvyaivetc 
ELONOLV EXW KAL GKOVGE, THPA KAIPOc TAPTAVEV. N 487 
Nouifo Evi Siypovov Kai Eig YOpav aredhpLovv P 345 
Old TOV PHYOSEGTOTHY TNS KAI KOGLOAPYNHyYOv THC, 
OTL ONESHUNV Els AVTHV THY KOpNV Tv We A€yetc: P 347 
Kal OONOAGE, LN GBABEoa1, tinote UN AvAToaL, N 488 
ENE KOL LAVTLG CvOpMnos MPOEIMEV GOL TO LEAAOV. 
‘AAnGeta tiv tatpiéa cov Kai GAous tTods E51KOVS GOD N 490 


N 355 praeb. NEV: om.P N 356 €wndddovv P 816 Seopdv P: Stadecndv N oddvdvAo0g N : tpayndog P, an recte? 
N 357 éPienov exei wc pe Eovpvav Gv we éumdreypévos P Seopnmpévoc scripsi (cf. éumAeypevos P) : Scopmpévov N edd. 
N 358 épwta P tpipopdov P: tpidpdmv NP 322 praeb. PEV:om.N N 467 é0atyatov P dioKivav P: d.tokiav N 
N 468 EBrenov P_ aicOntac P N 469 ijunvP napéxer P: napétm N N 470 éxeiva...étodta] étovto. .. ékeivo P Kai 
om. P N 471 éxetvo PN 472 riotevodv poi P bt ante eicadd.P N473 témcom.N paP pnvio P ovyyevinv P 
N 474 onov scripsi: onov N: ono) P pot] pe P eye P Sbvatar P (cf. Sévaton V et S0vetoi E) : SietaN N 475 om. 
P P 331 praeb,h.PEV:om.N N 476 eidecP toantetiom.P éyévetoP éonépavP: NuEépav N- N 477 om. P 
eines Lt coll. E: t8e¢ N N 478 post N 479 praeb. P_ kai &yet scripsi coll. E: 16 éyet P: va yet N péprvav Lt : pépva 
P (cf. pépyivav E) : 6veipov NN 479 ovyyevij P : ovyyevij (-yk- a.c.) N nAdopa P (cf. E): mpaypa NN 480 aiotntdc Lt 
coll. E (etiam cf. éota V) : aicOntic P: Eomeas N N 481 A€yer] cine P AiPeotpe N déonota om. PN 482 yijc] tic 
P anynoov pe PN 484 oveipou P_ ovyyevij PN 485 7A00 Lt coll. E (etiam cf. jA00 V) : HABov P: HABevN td om. P 
N 486 cine P tiv ovvtvyaivetc P : tic ouvtexévng NN 487 dGKxovoov P_ 6 ante koipdcadd. P P 345-47 praeb. P (etiam 
_ cf. E V, qui vel similia vel diversa praeb.): om. N_  P 346 xoopoopyny6v scripsi : K6opov dpynyov PN 488 o1dmnoat P 
tinote] ADPiotpe P ~N 489 npoeine P N 490 idixotc P 
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OAiBEIC, AVMEIC, OTEVOYMPEIC, ALKPAIVEIC, DaVATOVELZG, 

dv cioai cic avalhtnotv tis KOPN Thc Podduvnc: 

OAAG THv KOPHV KEPSALOE THV GE DTOGYEBHV O Epawc 

Kal MAALV TOVS EADNNOES VA TODS TAPHYOPHONG.” 

"HpEato, oire, 0 ovyyeviis Exetvoc 0 61KdG LOD N 495 
wc 51 Tapnyoptav Lov Kal 6 GvaKOVvOLOLOV LOD 

AGYoUS va EUTACH EPOTLKOVG Kal ELG GAAG vo We BETH, 


{xai} Euvoota AOyLa va AGAT, UN vo WE LetAdéepn, N 498 
Kai Ext6tE 6 vos Lov évordCetov cic Gv cixev Th WY Lov P 359 
KAi Ntov AGnAGs 10 SidotnUG Exeivyc thc HUEepac P 360 
<peé euévav 61d thy OAiyiv Lov va Le TapNHyopron.> 

TlapnAGev Kail t0 Sidotnuav Ths GANS ths NuEpas, N 499 
NrAGev f vOKta, EoKStaAcEV, EOAVN 10 HEYYAPLV, N 500 
0 OVYYEVIIS Lov éutcoevoev TOV EY LET LEvaV: 

ede(NVoa HE TOUS EUOVG, EOVDVTLYG LTOVECELIG, N 502 
{Kai} EmEeoa Els UnvoOV, diAE LOD, Kal GKOVOOV TOA TAGOWA P 364 
TO EmAGGEV “Epws 1G Evev Kai TO EnAcEEev H VOKTO. N 503 


<'Ovetpov nad dettepov Aipiotpov moAvnbvov.> 


‘Eddy pe etc napdéevov éo€éBnv rept BdArv, 

Eic LUpLodevdpodvtevtov, {eic} dAov €EnvOiouEevov, N 505 
TO EKOOUNOEV Epmc Pactrevs kai EAGutpuvev 6 11680 

Kal 7) Ayann éxatekdAAvvev pé ta tapdgeve, ty: 

eneplendtovv, EBAETA tO TEtTOLOV TEpLBOALV, 

ETPEXA Els TOTO TO Sevdpov, HKotunICa Eic EKEeivov, 


ENENTA Elc TOVTO KAL Etc adTO, WETéETPEYO Eic EKEivov, N 510 
Kol EKONTA EK TODTO TOV KaPTOV, GivO0c dnéKeL EtTPDYODV, N 511 
Kal ANAGs 16 MoLov ovSev EiXOV 10 TPOTOV Va Yapiow: P 374 
€60 OTOD PptcEts Kai vepd, vep@v EKel OLOKival, 

€6@ Xapitwv ovvastic, Exel yopdc “Epa@twv: P 376 


Létpov ovK ElyaV TH KOAG TH Elev TO MEPLBOALV. N 512 
"Eddvy We Htov Kai noAdV 10 EpwtonepiPoAry, 
Kal £60 AVvaTPEXYW Va TO 18 Kal Exel va 10 yopEtou, 


N 492 KoAA0 Kai cic dvathtmoty Kivijoets tig OpaiagP N 493 Képdarce ti] KEpSnoov iv P vneoxé8nv PN 494 ovc 
edornoag P N 495 ipEato P: ipg% Nai ante jpEato add. P ide —Sikdc pov] 6 OVYYEVIS OiAE HOV O 161K6¢ LOD P 
N 496 post N 498 praeb. P 51G...51 0m. PN 497 éunéty] Bovn P koiom.P eicP (cf. E):om.N N 498 xai AGyous 
META OTEVAYLOV TpEato va we Agyer P Kal seclusi coll. P P 359 praeb. PE V:om.N __ ext6te scripsi coll. V : téte P 
evordtetov scripsi coll. E V : éBidCetov PP 360 praeb. PE: om. N_ P 360 post hunc versum lacunam unius versus 
suspicor in N P, quam e.g. in E 610 nisus supplevi N4990m.P N 500 voxta] vi9é P  éokdtnoev PN 501 Sv nxov P 
N 502 ovvétvya P =P 364 praeb.PEV:om.N_ «aiseclusi coll. EV N 503 6 épwc 6v gue P- Kai om. P voKTa] vvg P 
N 503 post hunc versum rubricam unius excidisse versus videtur in N (et E), quam e.g. in N 692 nisus supplevi : 6vetpwtoc 
aonyNoLs AvBiotpov ToAvRvoD P (etiam cf. Kai nGAW GAAOV SvipoV TOV AiBiotpov édcvnv V) N 504-P 374 minio exarati in 
PN 504 we] pov PN 505 eicgsecl. e€avOnopévov PN 506 éxdouer P Baoieds P: BaottedD N06 1600¢ P (cf. 
E): €6ét1Co NN 507 xaiom.P «atexdAdvvev Pe ta dist. Ma: peta N P tapdéevoc N N 508 éBrexov P N 509 
NKovpniCa] kai éykotmta P N 510 éninta é« tobtov Pai euetétpexov PN 511 éxontaom.N ‘ovtovP dven 
exetvov P_ P 374-75 praeb. PE:om.N_ P 375 6200] jioav coni. Ma vepov scripsi coll. vepdév E: ¢utév P guKeivar P. 
corr. Ma P 376 praecb. PE V:om.N N 512 pétpov Wa : uétpav N : pétpoc P eiyav] ceiyev P N5130m.P N514 
koal...Kkaiom.P dvayvpeda P 
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OVVANAVTO TOV Epawtav, TAN TO LUKpOV T0 Bpedoc, 
EKELVOV OTOD EKabECETOV LETH TPOGONOV S10: 

ELYEV Eic Dpous Tov NtEpG, KAI Etc 1 Evav TOV TO YéPLV 
elyev So€dpiv Gpyvpov Kai Eic 10 GAAOV Tov THY KOpNV, 
TV KOPNV TH TApaGcEvnv Ekeivyv thy Podduvny. 
Eiyev thy k6pnv—fdotace, norAbnove Kapdia, 

UN] TOPA TAOS KAI pays Kal veKpMOTc Ex Tdvov- 
elyev Thy KOpnv—PBdotale, worn, [i paeuptonc: 
eiyev tiv KOpnv—mrpdcexe, WoT, LL] dvalotHTHoNS: 
elyev Thy KOpHV—AOYLOUE, LL OOYNS aNd epévav- 
elyev Thy KOpnv—tic eufic dvaravow Kapdstac: 

ElyeVv THY KOPHV—OFLAE LOD, TO OAS TOV OOAAULAV LLOD- 
ELYEV TH KOPTV—THS VO Eind, Baota, woyn, Wh eFéBnc. 
Lvvarnavt® tov Epwtav, tov yEpovta, to Bpédoc, 

70 BpEdOsG TO TAPASOEOV THs LEONG NAIKiac, 

EKELVOV OOD EKAOECETOV LETH TPOGONWV SO. 

‘Evav nmpayua we €AaGev, dire Lov, taporion, 

TO VO GE GONYHOWLAL KO TAALV EVODLLOE TO, 

KA GOOD TANPOW 10 bvelpov, Va oe EINW TO Ti ELSOV. 
Lvvanravta@ Tov Epwta, Tov Epav Kai thv Kopny, 

TV KOpHV Kal TOV Epwtav TOD va YELPOKPATOVVTAL’ 
OVVATNAVTA WE, BAETEL UWE TPM@TOV AVTOSG ELEVA, 
BAEmeL WE Tp@tov, Kpacer pe: “AiBiotpE, OTUMOE Le.” 
BAErO, yvMpiCw tic EVL, GIL@VO, TPOGKVVO TOV: 

“Sta, UN] ooPhoat,” A€yer ye, “OEPE TA AOYLKE GOD.” 
XtHKko, Popa tov Epwtay, thy Kopnv EvtpaviCo, 
EmpooEexYa TOV Epwtav, e8avpata trv Kop, 

EAEYA WOVOS KATE vodv: ““Epws Kai EtodtOG Evt, 

KOL LOVOG HETONAGTTETOL Kal yivetat yovatKa. 

Kai naa. diya to mtEpdv: Nov KpdPEt TO TtEpdv TOV; 
"AV O€ YLVALKG, TIOTEVOOV, TO MPSGWTOV THs KOPNS 
VLKO TV RAGOLV Epmtos €ic tiv EvapLootiav: 
yovoika {Kot} todto Kal AoinOv “Epmtos Evi untnp, 
TAAGLS AVTNS TPOs Epwtav avaAoyos wndpyxer: 

va Cf KOL<n> uNntnp Epwtoc, thy A€youv ‘Adpoditny, 
KOL VO OVVTPEYT WET AVTOV, daivetar véov Kal TGALV: 
TOVTO TO TPAYLA TO PEW Kal Kopdoiw <tO> PrEra, 


N 515 


N 520 


N 525 


N 529 
P 390 


P 393 
N 530 


N 535 


N 539 
P 404 
P 405 


P 410 


N 515 épwta P ~N 516 exeivoc P N 517 tovc duovg P tov P (cf. E) :7a N 10 x€éptv] thy yeipav PN 518 d0Edpiov 


Gpyvpodv P_ Kdpnv] xevdpnv a.c. P N 519 napdgevov PN 520 ciyev] cine P N521 n6vwv P N 522-23 einev ti Kdpnv 
Béotate woxT wn avarc6jter P ~=N 524 an éuévov P N 525 thv Kdpnvom. P N 526-270m.P N 528 ovvanavtw tov 
YEpovta tov Epwta tod BpEpoug P N5290m.P P 390-93 praeb. PE:om.N P 39310! scripsi: tov PN 530 ovvanovia 
P (cf. E) : ovvanavtd, N tov "Epov kai thy Képny] tov épwta tig K6png P ~N 531 cai] pe P tod va yerpoxpatodvtar] Kai 
exelpokpatovtoav P N 532 Birénet] Aéyer P= mpa@tov N (cf. E): np@tog P_ ~=N 533 mp@tov P (cf. E) : tocov N AvPeotpe N 
pe*] woo P- ~N5340m.P N 535 ot@ Ch coll. E: doiota N: ta PN 536 otfikm Ma (cf. otéxw E) : otiyo N : offkw P 
Bewpa... Epw@ta... dvatpaviCm P N 536 post hunc versum BAénw 10 ti dvanAGCEV } Ovoic Wc KaAiav add. P N 537 
émpdcexa P: mpdcexa N égpwta P kai ante tv add. P N 538 étodtoc] nAodtoc P_=~N 539 petanddvetor P =P 404-13 
praeb. P E (et partim V):om.N_ P 407 «ai seclusi tmp scripsi (cf. ufip E): pipa P =P 408 avtiic scripsi: avtj7 P =P 409 
7 supplevi coll. E wtp scripsi (cf. wijp E): wipa P =P 411 16 addidi (cf. tiv Képnv E) 
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WC OOLVETAL EK TOD TPGYLAtOG, Gyauov Stya Adyov.” 

Kat <pé> tovs T6006 AOYLGLOVS TODS EAOYOLAYOUNV, P 413 
0 "Epa pe Aéyeu: “AtBiotpe, BAémetg thy KOpHV TODTHV; N 540 
Thy prAéenets Kai Eevifeoar Kat thy TOAAG OavudCet<, 

Evi N Podduvy tod Xpvood Ovydtnp Paciréwe, 

tiv o& DrooyéOnv, AtBiotpE, thy o& Elna Va GOD SH00- 

Kal vo thy, Exap’ thv <Aoindv>, va thv, yaptCw ood thy, 

ONAWOE YEPLV, KPATHOE Thy KOPHV Ane THPA, N 545 
Kal Choe ypdvouc HET avdtiv Kal cvvandbavé tHV 

KOL GOV THAYNAOV GKALTOV KAive TPOG Epwtay TNS.” 

“Hkovoad Ad6yous "Epwtoc, atA@v@ Lov t6 yéprv, 

"Epas tic Kopns Side pe 16 YEptv Leta Bdppovc: 

KOTAOLAD TOV “Epmtav, Opud Kal Tpdc TH KOPN, N 550 
KOL GNO THv TOONV Nooviv EEvrVOS EyEvoun, 

EEVIVOG HETA OGvatoV, LETH TOAATS TiKpiac, 

EEVEVOS VO EXW OTEVAYLOVS KA OSOvasG GUETPT|TOUG, 

EEVMVOSG VA oAOYiCMUAL, Va KONTMMAL EK TODS T6VOUC. 

Tov Kirov dveyvpeva, Tov Epmtay, tiv Kdopny, N 555 
TO SEVEN KOL TAS YAPLTASG tac EPAEMA Etc TOV KTTOV: 

KOTEKONTOUNV, ENAGYA, THY vVOKTaV éneBOLODV, 

TO OVELPOV WPEYETOV O VODs LOD va TO BAEN, 

TO OWS ETAPATODUNV To, Eutoovv Tv NuEepay, 

ti voixtav ciya déonoivay, abyiv va ph evtpavico. N 560 


P 412 post hunc versum aliqua excidisse videtur, de quibus cf. E 659-61 P 413 pé suppleviex E  édoyouayounv 
scripsi coll. E : €Aoyouayouv P N540600m.P Avpeotpe N tatty P N 541 tiv'] Gv P N 542 aim ante év add. P 
éviP: aver N tod... Ovydtnp om. P_ tod ante Baoiléws add. PN 543 éneoyéOnv P éyo ante AiBiotpe add. P 
TtHV—dHow] iva Kepdjong PN 544 lacunam in N e.g. supplevi : én tod viv P_ vé tv yapiCw ood THY] xapiCw o€ thv vb 
mv P N545 kpatnoov PN 547 ov tpaxniov P : cov tpayeiA@v N : an ood tpaynAov 10 GKALtOv? (cf. cod TPaYLAOV OKNATES 
E) N 549 tic Kopng . . . 10 xépiv] 10 yaipew ... tig Kdpng P ~N 550 pata P = N 551 tony] tooatdtnyv PN 552 hunc 
versum hic praeb. N E V : post N 554 transp. P_ petd'] ue tov P peta noAAtic Tikptac] WE THY TOAAT mikpiav P N 554 
kontonat P: komt» N ék]eicP N 555 dveybpevoa P gpwta P N 556 dévdpa P tac éBAexa] ac éBAexov PN 557 
kai éxateKkontopnv Kai Enacyov pet éxeivav P inter voKtav et éxeOdpuovv lacunam statuit Ch coll. E 681-82, sed cf. 
KOTOLKONTOPNV Exacya thviktav éeneOinovv V N5580m.P  prénn scripsi coll. EV: BAéta N N 559 éxopatotynv 
scripsi : €napatéwpov N : énapetiOeto P : énapatotpov coni. Wa N 560 adyiw P (cf. E V) : habyh N un P (cf. EV): pe 
N_ évtpaviCo scripsi coll. E V : évtpavifer P : tpavier N 


